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PREFACE 


The Temples of Cuddapah district have beautiful and rare sculptural and icono- 
grapical wealth. Many temples of the Cuddapah district were studied and documented by 
the present author of whuh the temples at Chilamkur, Pushpagiri, Attirala. Animela, 
Vontimitta and Gandikota are noted for their varied and rich sculptural and monographic 
art. Loose sculptures and images of gods and goddesses which are collected from different 
places of the district and exhibited at Pushpagiri, and in the Museums at Mylavaram and 
Cuddapah are also recorded and studied. A study of these sculptural wraith and their 
distribution over the region reveals the nature of religion and religious sects, the themes and 
their narration, the social and cultural aspects of different periods in successive stages. 

So far no attempt has been made for ihe systematic study of the sculptural and 
iconographic art of this region which forms an independent geographical and administrative 
unit under different dynasties Only a few individual sculptures of the Chennakesava temple 
at Pushpagiri are studied by Dr. V. Kameswara Rao and C. Sivaramamurti. 

Among the sculptures of this region some unique and rare iconographic forms like 
Mahamrityunjaya, Nataraja, Gangadhara, Lakulisa etc., and some puranic narrative 
stories like Kiratarjuniyam, episodes from Ramayana are noticed. This work is thoroughly 
revised part of my doctoral thesis entitled "Select Temples of Cuddapah District: A study” 
submitted to the S. V. University and approved for the award of the Degree in 1983. In this 
a sincere attempt is made to bring to light and analyse the sculptural and iconographic art 
of the region After tracing mythological and textual descriptions of a particular deity or 
theme of a narrative sculpture, a series of the examples found in the lemples of the region 
are discussed in chronological order. All the sculptures are grouped and studied themati¬ 
cally. Accordingly the book has altogether eight chapters. A brief introduction forms the 
first chapter. In the second chapter various forms of Ganapati and Brahma are discussed 
along with their examples noticed in the Cuddapah district. Several forms of Vishnu and 
his avataras are studied in the third chapter. In the fourth chapter, 3iva and his various 
forms are discussed in detail of which many examples are noticed among the sculptures of 
the region. In the fifth chapter the iconographic forms of Kumara, Surya and Manmatha 
are studied. The female deities — Lakshmi, Parvati, Durga and Mahishasuramardinl find 
their place in the sixth chapter. Sculptures from the Ramayana and the Mahabharata, and 
other important sculptural forms are studied in the seventh and eighth chapters respectively. 
The work is strengthened with a good number of illustrations in the form of photo plates. 
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INTRODUCTION 


The temples of Cuddapah district are noted for their abundant sculptural and 
iconographical wealth. One of the early sculptures of Andhradesa is probably the plaque 
found at Peddamudiyam in Jammalamadugu taluk. It is of great interest for the study of 
the evolution of Sculpture and iconography in Andhradesa. This plaque is assigned to 
the period ofJVishnukundins and that of the early rule of the Pallavas which extended to 
some of the Andhra districts during the time of Simhavishrtu. 1 The plaque has the figures 
of Ganesa, Brahma, Narasimha, 3ivalinga, Vishnu, Devi, Umamahesvara with Nandi, 
Lakshmi as £rivatsa symbol and Mahishasuramardini. All these figures are shown with 
a single pair of arms except Mahishasuramardini which is four armed. The sculptures of 
Vishnu and 3iva found on the pillars of the Agastyesvara temple at Chilamkur are the next 
important examples of the early period. 

The sculptures found at Attirala, some of the loose sculptures found at Pushpagiri, the 
figures of Brahma and Dakshiijamurti found in the niches of Sakshimallesvara temple were 
the products of the Cho]a sculptors. A Gangadharamurti form of £>iva, a favourite theme of 
the imperial Chola king Rajendra Choja I, is found at Attirala. Two examples of Lingodbha- 
vamurti are noticed at Animela and Pushpagiri. Another important sculpture is the image of 
Lakulisa found at Pushpagiri. The provenance of this sculpture indicates the spread of 
Pasupata 3aivism in this region. The Saptamatrika panels are noticed in most of the temples 
of the region. 

The story of Kiratarjunlyam formed a favourite theme for the sculptors since the days 
of the Pallavas as found at Mahabalipuram. This theme is found at Chilamkur, Attirala, 
Pushpagiri and Animela in Cuddapah district. During the Vijayanagara period the Avataras 
of Vishriu, and several exploits of Krishna attained importance, and there also emerged certain 
new cults like Rama and Anjaneya. The two epics Ramayaria and Mahabharata and the 
Bhagavata have been an eternal source of inspiration for the sculptors to decorate the exterior 
walls of temples. The out standing examples are found in the Chennakesava group of temples 
at Pushpagiri, the Sangamesvara temple at Attirala, the Kodandarama temple at Vontimitta 
and the two temples of Gandikota. In the following pages an attempt is made to study the 
sculptural and iconographical features of all the gods and goddesses found in the temples 
of the district. 
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GAWAPATI AND BRAHMA 


GAN AP ATI 


Ganapati, popularly known as Ekadanta, Gajanana, Ga^esa, Vinayaka, etc,, is one 
of the most interesting of all the gods and goddesses of the Hindu pantheon not only on 
account of his importance but also because of his iconographical peculiarities. Several 
interesting sculptures of Gapapati are found in the temples under our survey. 

The texts mention several varieties of this deity. These forms can be generally divided 
sthSnaka, asina, nritta, yanaka and Devisahitamurti. 

The image of Ganapati may be-represented as sitting or standing. The standing images 
may be either in samabhanga, or with a few bends in the body i.e., dvibhahga or tribhanga 
type. In the case of the sitting image, it should have its left leg folded and resting on a seat, 
while the right leg has to be crossed so as to rest on the left thigh. He should carry pah a and 
ankusa in the upper hands, modaka and danta in the lower hands. The god should be 
accompanied by his mount, the mouse. 1 

An example of Ganapati image is noticed on the kakshasana of the sabhamandapa of 
the Trikutesvara temple at Pushpagiri. This image conforms to the above description. Here 
the image of Gapapati is shown seated. He is adorned with kirltamakuta. He has four arms 
of which the upper hands carry an ankusa and a serpent, and the lower hands hold a broken 
tusk and a modaka. His mount, the mouse, is absent here. 

Another image of Ganapati found in the pillared cloister of the Vaidyanatha temple at 
Pushpagiri also conforms to the description found in the texts. Gapapati is shown here as 
Asinamurti. He is adorned with kirltamakuta , necklace, yajnopavita, naga-udarabandha and 
anklets. He has four arms and carry in the upper right hand ankuha, in the upper left hand 
pas a in the lower right hand broken tusk or danta and in the lower left hand modaka. The 

proboscis is turned to his left and touches the modaka or sweetmeat. His mount is shown on 
the pedestal. 


On a pillar of the mahamapdapa of the Kodandarama temple at Vontimitta, the figure 
f ' ? r ^ pre _f nted m a seated Posture. This is also carved according to the description 

,Tf, T Btmed and holds *P ar “ iu in th e u PP er right hand, a pala in the 

X JrLTi-V” mt , l0Wer J eft ‘- The lower risht hand is broken - He is adomod 

the mount nfth, ’ gra [ veyakas - ypnopmua, n&ga-udarabaAdha, and ardhotuka. The mouse 

the mount of the god, is carved below. 

NRITTA G.4 NAPA TI 

be held^^a^ should have ei S ht hands, in seven of which should 

es, ut mra (a kind of axe), danta, valaya (a quoit), and anguliya 
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(a ring) ; the remaining hands should be freely hanging so as to be helpful in the various 
movements of the dance. The left leg should be slightly bent, resting on the padmasana, and 
the right leg also bent and held up in the air. 2 

A beautiful example of this form of Ganapati is found in the Indranathesvara temple, 
Pushpagiri (PI. 1). In this sculpture the pot bellied Ganapati dances with his right leg bent 
and placed on the ground, left leg bent and raised slightly and its toe touching the ground. 
The dancing deity is adorned with kiritamakuta, channavlra, yajndpavita, udarabahdha, 
manjlras and ardhoruka. He has four arms. He carries a parasu in the upper right hand, a 
sarpa in the outstretched upper left hand, a modaka in the lower left hand and broken tusk in 
the lower right hand. Though the deity is engaged in the art of dancing, his proboscis turned 
to left is trying to take the modaka in his left hand. Here the sculptor is successful in depicting 
the special interests of the god in the sweetmeats and at the same time the pot bellied and the 
elephant headed deity is shown dancing with so much of ease. His mount, the mouse, is shown 
below his right leg on the pedestal. This image deviates from the textual description. The 
texts prescribe eight hands, whereas this image has only four arms. 

Another image of Nritta Ganapati is noticed on the kakshasana of the Trikutesvara 
temple at Pushpagiri. Here, the deity has four arms. He carries an ahkuha in the upper 
right hand, a sarpa in the upper left; a dahta in the lower right and a modaka in the lower 
left. Musicians are represented on either side of Ganapati. 

On the north wall of the antarala of the Chennakesava temple (Chennakesava group of 
temples) at Pushpagiri, is carved another beautiful and interesting image of Nritta Ganapati 
(PI. 2). This image also does not conform to the description of the texts. This image, in all 
respects, is identical to the first example. In this, the deity dances by keeping his slightly 
bent right leg on a pedestal while the left leg bent at the knee is raised. He has four arms and 
holds a kuthara in the upper right hand, a sarpa in the out stretched upper left, and a dahta 
in the lower right. The lower left hand is broken. He is adorned with kiritamakuta, 
graiveyakas, urahsutra (chest band), udarabandha decked with pearls, yajndpavita, ardhoruka 
and kinkinis. The mouse, his vahana, is shown on the pedestal. 

LAKSHMI GANAPATI 

It is stated in Aghorasivacharya’s Kriyakramadyot, that the image of Lakshmi Ganapati 
should have eight hands, and carry in them parrot, pomegranate, lotus, water vessel of gold 
set with rubies, ankusa, paha, kalpakalata , and bud of the plant called baria. Water should 
be shown to be flowing from the proboscis. But the Mantramahodadhi states that Lakshmi 
Ganapati should have three eyes and should hold in two of his hands danta and chakra, while 
another hand should be in the abhaya pose. Nothing is said about the fourth hand. Evidently 
the fourth arm is intended to hold Lakshmi in embrace. It is stated also that the goddess 
should be sculptured so as to be embracing Ganesa with one of her arms ; she should carry a 
lotus in another hand. 3 

An example of Lakshmi Ganapati is sculptured on a pillar of the south entrance 
mandapa of the Sangamesvara temple at Animela. In this, Ganapati is shown seated with the 
the right leg hanging down the seat and the left leg folded at the knee and resting on the seat. 
Devi is shown seated on his left lap with her legs hanging down. The god has only four arms 
as prescribed by Mantramahodadhi. He holds an ankusa in the upper right hand, the pah a in 
the upper left, a dahta in the lower right and the lower left hand embraces the goddess and 
rests on her buttocks. Lakshmi has two arms and carries a lotus in the right hand while the 
left hand is kept in lolahasta. 


1* 



VISHNU 


Vishnu, the most popular among the Hindu gods, is one of the Hindu Trinity. He is 
the protector-god. Of the three gods of Hindu triad, Vishnu being preserver, appears 
most-humane. “Strictly speaking, according to £>ri-Vaish$ava Theology, the lord is one. 
Yet because of His inner dynamic vitality and His creative activity, He is comprehended 
by men in different modes, appearances, form and energies.” 1 

Out of mercy, one of his infinite qualities, Vishnu chooses to take forms and shapes, 
to make appearances, to undertake activities, etc. by which he may be apprehended. They 
are his Vyuha -, Avatar a-, Marti-, and S'akti - modes of revelation, as well as other forms. 
The four Vyuha modes of Para Vasudeva are Vasudeva, Samkarshana, Pradyumna and 
Aniruddha. Vishnu manifests himself in terestial shapes as well as in his “Apara” forms. 
Important among these are the Avatar as of the Supreme one in animal, half-animal-half¬ 
human and human forms. The reason behind these visible and familiar forms is for the 
welfare of the universe. 2 

Images of Vishnu are generally represented in one of three attitudes, that is, 
sthanakamurti (standing,) asana-murti (sitting), or sayana-murti (reclining). The images in 
each of the three attitudes are classified further into the yoga, bhoga, Vira and abhicharika 
varieties depending on some general attitudes. On the basis of the number of the subordinate 
deities and other beings found in association with the central Vishnu image, they are again 
classified into uttama, madhyama and adhama. 

Among the Vishnu Sahasranamas or thousand names found in the Anu&asanaparvam 
of the Mahabharata, twenty four are considered most important. They are differentiated 
from each other on the basis of the position and contents of the hands. The images of Visnu 
and his other forms may be either alone or accompanied by one or two Davis. Parivaradevatas 
or attendant deities are located in separate shrines. It is only in the case of the S ayanamurti 
or the reclining image that the attendant deities, sages and demons are generally found. 3 

ASlNAMURTI (SEATED FORMS). 

On a pillar of the mukhamandapa of the Agastyesvara temple at Chilamkur, the 
figure of Vishnu is shown seated with the right leg hanging down the seat and the folded 
left leg resting on the seat. The deity has four arms. He holds chakra (edge in profile) in 
the upper right hand and the hankha in the upper left. The lower right arm rests on the 
left leg and its palm is broken. The deity is adorned with kiritamakuta, prabhamandala round 
his head, makara and chakra kuhdalas, graiveyakas, channavira, yajndpavita, udarabandha, 
and ardhoruka. There are two male devotees on either side seated in utkutikasana and 
keeping their hands in adoration. Above the image there are two makaras facing each other 
and a garland coming out of their mouths (PI. 5). 
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Another image of Vishnu is depicted on the same pillar at the same place. In this, 
Vishnu is represented as Asinamurti seated on padmapitha with the right leg hanging down 
the seat and left leg folded and resting on the seat. The deity has four arms and holds the 
chakra in the upper right hand, the batik ha in the upper left, a sword in the lower right hand 
and keeps the lower left hand stretched in suchi hasta pose. The lower left hand seems to 
be pointing out at the lower panel in which Anjaneya and Garuda are represented. The 
deity wears kiritamakuta, channavira, yajndpavita, udarabandha and ardhoruka. Below this 
panel, the figures of Anjaneya and Garuda are represented. Both of them are holding an 
huge oval-shaped object which is placed on the head of a squatting lion in between the two. 

On a pillar of the mahamandapa of the Ksdandarama temple at Vontimitta, Vishnu, 
is shown seated with the right leg hanging down and the left leg folded and resting on the 
seat. The deity has four arms and holds a lotus in the upper right hand, the bahkha in the 
upper left hand, a lotus in the lower right hand and the chakra in the lower left hand. He 
is adorned with all the ornaments. 

On another pillar at the same place, the figure Vishnu is represented as seated with 
the right leg hanging down and the left leg folded and resting on the seat. The deity has 
four arms. He keeps the chakra in the upper right hand, the sankha in the upper left hand, 
a blown lotus in the lower right hand, a lotus bud in the lower left hand. 

STHANAKAMORTJ 0 STANDING FORMS). 

■ A standing image of Vishnu is found in the mukhamandapa of the Agastyesvara' 
temple, Chilamkur. Here Vishnu, represented as samapadasthanakamurti, has four arms. 
The god holds the chakra in the upper right hand, the bahkha in the upper left, a gada in- 
the lower right and keeps the lower left in katihasta pose. He is adorned with kiritamakuta, 
channavira, yajndpavita, udarabandha, mekliala and ardhoruka. 

The best example of the standing form of Vishnu is the image enshrined in the 
garbhagriha of the Saumyanathasvami temple at Nandalur. Standing in samabhanga, the 
deity has four arms; the lower right and left hands are in abhaya and katihasta poses 
respectively; and carries chakra in the upper right hand and satikha in the upper left. The 
deity is crowned by kiritamakuta and adorned with makara and chakra kundalas, channavira , 
yajndpavita, purnoruka, and lakshml symbol on his chest. 

On the adhishthana of the Umamahesvara temple at Pushpagiri, the figure of Vishnu 
is sculptured very beautifully. Here Vishnu is shown standing in samabhanga and has four 
arms. He holds chakra in the upper right hand, bahkha. in the upper left, and keeps the lower 
right hand in abhaya and the lower left in katihasta pose. The figure of Vishiyu is adorned 
with kiritamakuta, makara and chakra kundalas, ardhoruka and other ornaments. To the right 
of Vishnu is a seated male figure keeping his two hands in aUjalimudra. 

On the north wall of the antarala of the Chennakesava temple at Pushpagiri, Vishnu is 
depicted as Sthanakamurti. Vishnu stands in samapd.dastha.naka po?,t\UQVJit\\mi\prbh&mandalas. 
He has four arms holding sankha, in the upper right hand, chakra in the upper left "hand, 
gada in the lower left hand, and keeps the lower right hand in abhaya. His head is crowned 
by a kiritamakuta and he is adorned with makara kundalas, graiveyakas, channavira 
yajndpavita, udarabandha, girdle buckled with simhamukha and purnoruka. On either side of, 
the god at the bottom there are two female figures holding chamaras. 

Another example of Vishnu is noticed on the north wall of the garbhagriha of the same 
temple. Represented in samapadasthanaka posture, the god has four arms. He carries chakra 
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and hankha in the upper right and left arms respectively, gada in the lower left and keeps the 
lower right in abhaya. He is adorned with kiritamakuta and other ornaments. 

On the south wall of the garbhagriha of the same temple an image of'Vishnu is 
depicted in samapadasthanaka posture. The deity has four arms and holds sahkha in 
the upper right hand, chakra in the upper left, gada in the lower left and keeps the lower right 
hand in abhaya. He is adorned with kiritamakuta, makarakundalas, graiveyakas, channavira, 
yajildpavita, udarabandha decked with pearls, mekhala and purnoruka. 

In another example found on the north wall of the of the antarala of the Santanamalles- 
vara temple at Pushpagiri, Vishiau is shown standing erect within a prabhamandala. He is 
adorned, with kiritamakuta, graiveyakas, channavira, yajnopavita, udarabandha, and ardhoruka. 
The deity has four arms and holds sahkha in the upper right hand, chakra in the upper left, 
gada in the lower left hand and keeps the lower right hand in abhaya . 

On a pillar of the southern entrance mapdapa of the Sangamesvara temple at Animela, 
the figure of Vishiiu is sculptured as standing in samabhanga. The god has four arms. He 
carries hankha in the upper right hand, chakra in the upper left, keeps the lower right in 
abhaya and holds gada in the lower left hand. He is adorned with kiritamakuta, vanamala, 
yajhdpavita, purnoruka, and other ornaments. To the right of Vishpu stands another male 
figure wearing kirita, vanamala, etc. He has two arms and keeps them in anjalimudra. 

On another pillar at the same place, Vishnu is represented as standing in samabhanga. 
The deity has four arms and holds chakra in the upper right hand, sahkha in the upper left, 
keeps the lower right in abhaya and the lower left in katy avalambit a pose. He is adorned 
with kiritamakuta, keyuras, yajhdpavita, channavira and purnoruka. A male and female 
figures standing to his right and left respectively are paying their obeisance to the god by 
keeping their hands in anjalimudra. 

On either side of the passage of the gopura gateway of the Madhavaraya temple at 
Ga^diksta, there are two identical images of Vishpu. Here, Vishnu is shown standing in 
dvibhanga and has four arms (PI. 40). He carries chakra in the upper right hand, the sahkha 
in the upper left, godain the lower left and keeps the lower right hand in abhaya. He wears 
an ornate crown studded with pearls, makara and chakrakundalas, graiveyakas, channavira, 
hhra, mahimekhalai, vanamala and purnoruka. The sculpture is surmounted by a pleasingly 
arranged makara torana with a kirtimukha at the apex. 

ANANTAS'AYI (SfAYANAMURTI OR RECLINING FORMS ) 

The S ayanamurti or reclining images of Vishnu are divided in to (i) Yoga, (ii) Bhoga, 
(iii) Vira and (iv) Abhicharika forms. The image of Yoga S' ayanamurti should have only two 
arms. About a fourth of the body should be somewhat raised; and the remaining three- 
fourths should be lying flat upon the serpent bed. The right hand should be placed 
near the pillow so as to touch the kirita. The left hand bent at the elbow, should 
be held in the kataka pose or this hand may be made to be parallel to the body so as to touch 
the thigh. The right leg has to be stretched out, while the left, should be slightly bent. By 
the side of this reclining image there should be Bhrigu and Markandeya, and near the feet, 
the demons Madhu and Kaitabha, while on the lotus issuing from the navel of Vishnu there 
should be Brahma. The Bhoga £ayanamurti form may have two or four arms and should 
be recumbent as in the case of Yoga £ ayanamurti. One of the right hands should be made to 
touch the kirita or stretched towards the head. One of the left hands is to be made to lie 
parallel to the body so as to rest upon the thigh. The Goddess Lakshmi should be seated 
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near the head of the recumbent figure, so as to be in contact with his shoulders. She should 
have in her right hand a lotus and keep her left hand in the kataka pose. The image of 
Bhudevi should be shown seated near the feet of Vishnu so as to make her touch his left foot. 
She should hold a nilotpdla in her right hand and keep the left hand in the kataka pose. On 
the right side of Vishnu there should be the seated image of Markandeya, and corresponding 
to it on the left, there should be the image of Bhrigu. There should be the images of Brahma 
and Siva in the sitting posture. Near the feet of Vishnu the demons Madhu and Kaitabha 
should be represented in a ferocious attitude indicating their tendency to rush into violent 
action, their legs below the knees hidden within the waves of ocean. Brahma should be 
seated on the lotus which issues from the navel of Vishnu; on his right there ought to be the 
five Ayudha-purushas and Garuda. Above the figure of Garuda on his right there should be 
the figure of Surya. Similarly to the left of Brahma there should be shown AsvinidSvatas, 
Tumburu and Narada, represented as young children, and also Chandra, the Moon. Besides 
these, theie should also be the guardian deities of the eight quarters and Apsaras waving 
chamaras. A group of gods and votaries as described above makes the central figure of 
Bhoga $ ayanamurti belong to the uttama class. If the figures of Tumburu and Narada and 
Dikpalas are absent, it would belong to the madhyama class; and if the figures of the 
Pujakamunis and the Apsara damsels be further wanting in the group, it would then belong 
to the adhama class. 10 

An example of Vishnu as Bhoga S ayanamurti of adhama class is found on a pillar in 
the mukhamandapa of the Agastyesvara temple at Chilamkut. Here Vishnu reclining on 
the serpent bed with his right leg bent at the knee and resting on the thigh of the stretched 
left leg, has four arms. He keeps the upper right hand under his head and the lower right 
hand on the serpent bed. The upper left arm bent at the elbow with its palm near the hood 
of the Adisesha holds sahkha while he keeps the lower left hand straight on the body. The 
god is lichly ornamented with kiritamakuta, graiveyakas, channavira , yajHopavita and 
udarabandha. He wears ardhoruka. S'ridevi seated at his feet is pressing his outstretched left 
leg. Instead of two demons Madhu and Kaitaba, only one is represented below the coils 
holding a sword and shield in his two hands. Above the image of Vishnu there is the figure 
of Brahma, seated in the middle of the lotus flower issuing out from the navel of Vishnu. 

In another example, found on the north wall of the garbhagriha of the Chennakesava 
temple at_Pushpagiri, Vishnu is shown reclining on the coils of Adisesha. The five headed 
hood of Adisesha spread over the head of the god serves as a canopy and also a prahhamandaia 
for the god. The deity keeps his slightly bent left leg on the right leg. Only two arm’s ’ are 
visible. He keeps his left hand stretched parallel to the body, and the right hand below his 
head. He is adorned with kiritamakuta and other ornaments. The right leg rests on the lap 
of Sridevl. The goddess seated at the feet of the god has two arms. She presses the leg 
of Vishnu with the left hand and holds a lotus in the right hand. This is also an example of 
Bhoga S' ayanamurti of the adhama class. 

An image of Anantasayi was found in the Pennar river near Gandikota and is now 
preserved in the museum at Mylavaram Dam near Jammalamadugu. This is also an example 
of Bhoga S' ayanamurti of the adhama class. In this, Vishnu is shown as reclining on the coils 
of the serpent Adisesha which has a five headed hood spread as a canopy and prahhamandaia 
behind the head of the god. The deity has four arms. He keeps the upper right arm below 
the head and the lower right is broken. He carries hahkha in the upper left hand and stretches 
the lower left hand parallel to the body. He keeps the right leg straight with its foreleg 
resting upon the lap of ^ridevi, while the left leg bent at the knee crosses the right leg just 
below its knee. He is adorned with kiritamakuta, channavira , graiveyakas, makara and 
2 
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c hak rakun dal as, vojhopavita, udarabandha and purndruka. The figure of £> r I d e v i represented 
in seated form with her lej; hanging down holds a lotus in the right hand and presses the 
right foot of the god with the left hand. She wears kirltamakuta, channavira, graiveyakas, 
kuchabandha, and purndruka. Above the image of Vishnu is the figure of Brahma seated in 
the middle of the lotus issued from the navel of Vishnu. 

VISHNU AS D E VISA HIT AMUR TI 

Vishnu is also shown in company with Lakshml, his consort. The goddess is generally 
seated on the thigh of the god. The right hand of the goddess should be thrown round the 
neck of Vishnu whose left hand, in turn should be made to pass round her waist. In her left 
hand, Lakshml, should hold a lotus. Siddhi should stand near Lakshml and Vishnu with 
Chamara. Garuda should be shown to bottom right. The ayudhapurushas representing the 
sahkha and chakra should stand by the side of Vishnu. In front there should be Brahma 
and £>iva with their hands held in the afijali pose. This is the Lakshml Narayana form as 
described in the texts. 11 

On the north wall of the garbhagriha of the Chennakesava temple at Pushpagiri, a 
beautiful image of Lakshml Narayana is noticed. In this sculpture, Vishnu is depicted as 
seated in sukhasana with his right leg hanging down the seat and left leg folded and resting 
upon the seat. Devi is seated on his left lap with her two legs hanging down. The god has 
four arms and carries chakra and sahkha in the upper right and left and respectively; and keeps 
the lower right in abhaya while the lower left hand embraces Devi and rests on her left 
shoulder. He is adorned with kirltamakuta, makara and chakrakundalas, graiveyakas, 
channavira, yajndpavita and purndruka. Devi holds a lotus in her right hand and keeps the 
left one hanging down. She wears kirltamakuta , purndruka and other ornaments. 

In another example, found on a pillar of the southern entrance mandapa of the 
Sangamesvara temple at Animela, Vishnu is depicted in seated form with the right leg hanging 
down and the left leg folded and resting on the seat. The deity has four arms and holds 
chakra in the upper right hand, sahkha in the upper left, keeps the lower right in abhaya 
while the lower left hand embraces the Devi seated on his left lap and rests on her left 
shoulder. The goddess has two arms and holds a lotus in the right hand and keeps the 
left hand hanging down in Idlahasta pose. 

On a pillar of the mahamandapa of the Kodandarama temple at Vontimitta, the figure 
of Vishnu along with the Devi is represented. Vishnu is shown seated on a pedestal with the 
right leg hanging down the seat and left leg folded and resting on the seat. He has four arms 
and holds chakra in the upper right hand, sahkha in the upper left hand and keeps the lower 
right hand in abhaya while the lower left embraces Devi round her waist. He is adorned with 
kirltamakuta, graiveyakas, channavira, yajndpavita and purndruka. The goddess seated on 
the left lap of her lord, has two arms. She holds lotus in the right hand and keeps the left 
hand in Idlahasta pose. She wears kirltamakuta, necklace, kuchabandha and purndruka. 

Bronze images of Vishnu and his two consorts Sfridevi and Bhudevl are found in the 
Mulasthanesvara temple at Pottapi. They seem to belong to a Vaishnavite temple. In this, 
Vishnu is shown as samapadasthanakamurti. He has four arms and holds sahkha in the 
upper right hand, chakra in the upper left hand, gada in the lower left hand and keeps the 
lower right hand in abhaya. The deity is adorned with kirltamakuta, makarakupdalas, 
channavira, graiveyakas, yajndpavita, udarabandha and purndruka. Sridevl standing to his 
left on a separate padmapitha has two graceful bends in her body, she has two arms and holds 
a lotus in her right hand and keeps the left hand in lolahasta pose. She is graced with 
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kirita, chakrakundalas, channavira, hara, mekhala, and purnoruka. The image ofBhudevi 
placed to the right of Vishnu, is shown standing in dvibhanga on a separate padmapitha. 
She has also two arms and carries a nildtpala in the left hand and keeps the other hanging 
down. She is adorned with kirita, chakrakundalas, channavira, kuchabandha, mekhala and 
purnoruka . 


AVATARAS OF VISHNU 

MATSY AVATAR A 

The image of Matsya may be sculptured like an ordinary fish, or in a form which is 
half fish and half man. In the latter case, the upper portion being that of a man while the 
lower portion below the loins is that of the fish. It should have four arms, two of which 
carry the Sahkha and chakra and the other two being held in the varada and abhaya 
poses. 12 

On a pillar of the mahamandapa of the Ksdandarama temple at Vontimitta, the figure 
of Matsyavatara of Vishnu is represented with the body of a man above the girdle and the 
bottom portion being that of a fish. The deity has four arms and holds chakra and sahkha 
in his two upper hands and keeps the lower right in abhaya and the lower left in varada. 

On another pillar at the same place, Vishnu is represented half-man and half-fish. 
The deity has the body of a man above the loins, the bottom portion being that of a 
fish. He is in the act of punishing the demon Hayagriva lying in front of him. The demon 
is shown seated with his legs spread on the ground and the body leaning back rests on his 
hands keeping straight on the ground. His head hangs down indicating that the demon 
has almost perished. Here the deity has four arms and holds chakra and Sankha in the 
upper hands while the out-stretched lower right hand is pulling out the entrails of the demon 
and the lower left hand is pulling out the entrails of the demon and the lower left hand 
tears his abdomen. The god is adorned with kiritamakuta, graiveyakas, channavira and 
udarabandha , 

Another example is found on a pillar of the mahamandapa of the Ranganatha temple 
at Gandiksta. Vishnu is shown with the body of a man above the loins while below it is 
the scales of a fish. The deity has four arms and holds lotus in the upper right hand, the 
nildtpala in the upper left, chakra in the lower right and Sahkha in the lower left hand. 

KURMAVATARA 

The image of this Avatar a is to be represented half-man and half-tortoise, the lower 
part being that of the tortoise. Out of its four arms, the two upper hands carry the Sahkha 
and chakra while the other two are held in the varada and abhaya poses. 13 

On a pillar of the mahamandapa of the Ksdandarama temple at Vontimitta, Vishnu 
is shown with the body of a man above the girdle, while below the girdle is the shell of a 
tortoise. The deity has four arms, and holds chakra and Sahkha in the upper two hands 
and keeps the lower right in abhaya and the lower left in varada. He wears kiritamakuta , 
makarakundalas, graiveyakas and yajhopavita. 

On a pillar of the mahamandapa of the Ranganatha temple at Gandikota, the 
Kurmavatara of Vishnu is sculptured beautifully. Here, Vishnu is represented with the body 
of a man above the loins while below it is the shell of a tortoise. The deity has four arms 
and holds lotus in the upper right hand, the nildtpala in the upper left hand, chakra in the 
lower right hand and Sahkha in the lower left hand. 

2 * 
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VA R A HA VAT AR A 

The images of Vishnu in this avatara comprise three different conceptional types, 
namely, (1) Bhuvaraha, Adivaraha or Nrivaraha, (2) Yajnavaraha and (3) Pralayavaraha. 

The figure of Bhuvaraha should have, according to the Vaikhanasagama, the face of 
a boar in association with the body of a man. The left leg should be firm on the ground 
while right should be slightly bent and be made to rest upon the hood of Adisesha. It has 
four arms and hold the sahkha and the chakra in the upper hands. Of the remaining two 
hands, the left hand should be shown as supporting the legs of Bhudevi, seated on the 
god’s bent right leg with her legs hanging down, while the right hand has to be thrown 
round the waist of the same goddess. The boar-face of the god should slightly be tilted up 
so as to move the muzzle approach the bosom of the goddess as though he is engaged in 
smelling her. Bhudevi should have her hands in anjali pose. According to Silparatna, the 
Man-Boar should carry in its hands the gada and the padma and carry Bhudevi on the tusk 
or the goddess might be shown as seated upon the left elbow of the Varaha, with a nilotpala 
flower in her hand. 14 

Yajnavaraha should have four arms and seated with the right leg hanging down and 
the left resting upon the seat. He should carry, the chakra and hahkha in two hands. On the 
right side should be seated the figure of Lakshmi with her left leg bent and resting upon the 
seat and the right leg hanging. Her left hand should carry a lotus and right hand should 
be resting on the seat. On the left of Varahamurti, there should be seated Bhudevi, with her 
right leg bent and resting upon the seat and the left leg hanging down. She should hold a 
nilotpala flower in her right hand and the left hand should rest upon the seat. The image 
of Pralayavaraha should also be a seated one. It should have four arms, in two of which 
the sahkha and the chakra have to be carried, while the lower right hand should be in the 
abhaya pose and the lower left hand be resting upon the left thigh. Bhudevi has to be 
represented to the right of the god seated on the same seat. She should have two arms and 
carry an utpala flower in her left hand and the other resting upon the seat. 15 

On the north wall of the garbhagriha of the Chennakesava temple at Pushpagiri, the 
figure of Bhuvaraha is depicted as standing with his right leg bent at the knee and resting 
on its toe and the left leg also bent at the knee keeps forward and firm on the ground. 
Varaha, the man with the head of a boar, has four arms and holds chakra and kahkha in the 
upper two hands, gada in the lower left, and keeps the lower right in abhaya. He lifts up 
Bhudevi with his long muzzle. The figure of Varaha is adorned with kiritamakuta, 
graiveyakas, yajhdpavita, udarabandha, and ardhoruka. Bhudevi, the Earth Goddess is shown 
seated with in a round sphere which indicates the Earth. She holds a flower in her right 
hand and keeps the left hand on her left leg. She is also adorned with kiritamakuta, and 
other ornaments. This agrees with the description found in the S'ilparatna. The most 
interesting and unique feature of this sculpture is that Bhudevi is represented in the centre 
of a circle. 

On the same wall, an example Prajayavaraha is sculptured. In this the Man-Boar is 
shown seated on a pedestal with his right leg hanging down the seat and the left leg folded 
and resting on the seat. He has four arms. He carries chakra and sahkha in the two upper 
hands, keeps the lower right hand in abhaya and embraces the Devi, seated on his left lap 
with the lower left hand. The god is decorated with kiritamakuta and other ornaments. 
The figure of Bhudevi, seated on his lap has two arms. She embraces her lord with the 
right hand and keeps the left hand on her leg. This image partly agrees with the description 
found in the texts. 
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On a pillar of the Mahamandapa of the Ranganatha temple at Gandiksta, the Varaha- 
vathara of Vishnu is represented. In this the Varaha is not accompanied by Bhudevi. The 
image of Varaha has the body of a man with the head of a boar. The deity is shown in 
the act of movement. It has four arms and carries chakra in the upper right hand, sahkha 
in the upper left, keeps the lower right in abhaya and the lower left in varada. 

NARASIMHA 

The images of Narasimha are of five different kinds, namely, Girija, Yoga, Sthauna, 
Anugraha and Devisahita. In the Girija Narasimha form, the god is to be shown seated 
upon a simhasana in virasana and holds chakra and sahkha in the two upper hands and keep 
the lower right in abhaya and the lower left at kati. 

In the Ysga Narasimha form, the deity should be shown seated on a padmasana in the 
utkutjka posture, the forelegs being maintained in the required position by the yoga patta 
going round them and the back of the body. 

According to the Vaikhanasagama, Sthauna Narasimha should stand in tribhanga and 
have twelve or sixteen hands. On his left thigh, Hiranyakasipu should be stretched out with 
the belly being ripped open by two of the hands of Narasimha. One of the right hands 
should be in the abhaya pose and another has to carry a sword. One of the left hands of 
Narasimha should hold the makuta of Hiranyakasipu and another should be shown as lifted 
up for administering a blow to the demon. The legs of the demon king are to be taken hold 
of by a right hand, and two other hands, one right and one left, should be lifted up to the 
ears of the image and holding the drawn-out entrails of Hiranyakasipu in the form of a 
garland. The figure of Hiranyakasipu should be armed with a sword and shield, flridevl, 
Bhudevi, Narada with his v ina and Prahlada with his hands in the anjali pose should be 
shown as standing on the right and left of Narasimha. If the figure of Narasimha is 
sculptured with only eight arms, two of them should be employed in tearing open the belly of 
Hiranyakasipu, while four others should carry the sahka, the gada , the chakra and the padma. 
The remaining two should be holding of the drawn out entrails of the demon garland-wise. 

In the Devi-sahitamurti form, on the right of Girija Narasimha seated in virasana there 
should be the image of Lakshmi seated on the same seat with her left leg folded and made 
to rest upon the seat, and the right leg hanging down. The goddess should carry a lotus in 
the left hand; and her right hand should be made to rest upon the seat. 

Several examples of Girija Narasimha, Yoga Narasimha, Sthauna Narasimha and 
Lakshmi Narasimha are noticed in the temples of the Cuddapah district. Among these the 
image of Sthauna Narasimha found on a pillar of the Agastyesvara temple at Chilamkur and 
the image of Yoga Narasimha found at Pushapagiri are the earliest examples of Narasimha 
found in the district. The story of the subjugation of Hiranyakasipu by Narasimha is well 
depicted in three stages on a pillar of mahamandapa of the Ranganatha temple at Gandiksta. 
Another unique example is the figure of Narasimha in the company of Chenchu Lakshmi, 
found on another pillar at the same place. 

GIRIJA NARASIMHA 

An example of Girija Narasimha is found on a pillar of the porch of the northern 
gopura gateway of the SangamSsvara temple, Animela. This is sculptured according to the 
description found in the texts. Here the figure of Narasimha, the Man-Lion is shown seated 
in virasana with the right leg hanging down and the left leg folded and resting on the seat. 
The deity has the body of a man with the countenance of a lion. He has four arms and 
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carries chakra in the upper right hand, safika in the tipper left hand, and keeps 
right hand in abhaya and the lower left in varada pose, He is adorned with kirltar 
other ornaments. 

In another example, on a pillar of the mahamandapa of the Ranganatha 
Gartdikota, Girija Narasimha is shown standing in samabhanga. The deity lias 
In the upper two hands the deity holds chakra and sahkha and keeps the low 
abhaya and varada poses. 

YOGA NARASTMHA 

The examples of the images of Ysga Narasimha described below are sen 
accordance with the descriptions found in the texts. An image of Yoga Narasimh 
along with the others in the pillared cloister of the Vaidyanathasvami temple at F 
In this Narasimha with the face of a lion, is shown seated cross-legged with yoga 
goes round his legs and the body. He is adorned with kiritamakuta, channavira . yc 
ardhoruka, etc. In his four arms, he keeps chakra and sahkha in the upper rig! 
hands respectively. The lower two hands are resting on his legs. 

In another example, on the adhishthana of the ma^dapa in front of the Cher 
group of temples, the figure of Narasimha, the Man-Lion is shown seated in utku tika 
deity has four arms and carries chakra and Sahkha in the upper two hands an d 
lower two hands on the knees of his legs. He wears yoga patta which goes round 
and legs to keep his legs in position. The figure of Narasimha is adorned with Jciri 
graiveyakas, channavira, yajndpavita, and mahjiras. Two sages are shown standi 
left and two women on the right. One woman is shown wearing a kiritamakuta . 

On the north wall of the garbhagriha of the Chennakesava temple at Pi 
Narasimha is shown seated in yogasana keeping his two legs in utku tika posture. Y 
goes round his legs and body. He has four arms and keeps the lower two hands on 
of the respective legs, holds Saitkha and chakra in the upper two hands. A male figu 
and keeping his two hands in adoration is shown to the left of the god. 

On a pillar of the mahamandapa of the Ranganatha temple at Gandikota, the 
Narasimha is represented as seated in utkutikasana. The deity wears yoga patta X 
round his body and legs. The deity has four arms and holds chakra in the upper ri| 
Sahkha in the upper left and keeps the lower hands straight on the knees of his le 
deity is adorned with kiritamakuta , channavira, yajhopavita, and other ornaments. 

LAKSHMI NARASIMHA 

On a pillar of the mahamandapa of the Kodandarama temple at Von tin 
example of the image of Lakshmi Narasimha is sculptured. Here Narasimha, the JVTai 
shown seated along with the Devi. He keeps the right leg hanging down the seat 
left folded and resting on the seat. Devi is shown seated on his left leg with her legs 
down. The god has four arms and holds chakra and Sartkha in the upper right 
hands, the lower left hand embraces Devi round her waist, and the lower right is 
The lion-faced Vishnu is adorned with kiritamakuta and other ornaments. Lakshmi 
arms but both broken. 

An important and unique type of Devi Sahitamurti of Narasimha is noth 
pillar of the mahamandapa of the Ranganatha temple at Gandiksta (PI. 6). Narasin 
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man with the fierce countenance of a lion, stands in atihhanga with the slightly bent right 
leg keeping firm on the ground and the left leg bent and raised above the level of the right 
knee. Lakshmi is shown seated on his left lap. The Lion-faced deity looking at the Devi 
and the over-flexious in the body suggest that the god is in over joy in the company of the 
Devi. But the sculptor has not shown similar mood in the face of the Devi. She may be 
either in fear or aweful mood towards her lion-faced spouse. The god has four arms and 
holds chakra and sahkha in the two upper hands and keeps the lower right in abhaya while 
the lower left embraces the Devi round her waist. He is graced with Kiritamakuta and other 
ornaments. Lakshmi has two arms and holds a lotus in the right hand and keeps the left 
hand hanging down. She is adorned with kiritamakuta, chakrakundalas, kuchabahdha, 
graiveyakas, channavira , and purndruka. 

NARASIMHA AND CHENCHU-LAKSHMI 

On a pillar of the mahamandapa of the Ranganatha temple at Gandiksta, the figures 
of Narasimha and Chenchu Lakshmi embracing each other are sculptured very impressively 
(PL 4) In this Narasimha is shown standing by turning his fierce countenance towards 
Chenchu-Lakshmi. Here the god has only two arms. He embraces the Devi with his left 
hand that rests on her left shoulder. His right hand is shown touching the chin of the Devi. 
Here the god is in the action of pacifying the angry looking Devi. The figure of Narasimha 
is adorned with Kiritamakuta and other ornaments. The figure of Chenchu-Lakshmi is shown 
standing in tribhahga. She has two arms and holds a bow in her left hand. She wears a long 
chain round her neck, kuchabandha and other ornaments. She is not not crowned by kirita. 
This is considered to be a very unique sculpture representing Narasimha in the company of 
Chenchu-Lakshmi It should be noted here that ardhoruka made out of leaves, and also the 
bow in the left hand of the Devi amply emphasises the Chenchu aspect of the goddess. 

STHAUNA NARASIMHA 

An example of Sthauna Narasimha is found on a pillar of the mukhamandapa of the 
Agastyesvara temple at Chilamkur conforming to the description found in the Vaikhanasd- 
gama. Here the image of Narasimha is represented in a seated form with his legs hanging 
down the seat. Narasimha, the Man with the countenance of a lion, has eight arms. Witf 
the two lower left and right hands he has torn open the belly of Hiraiiyakasipu who is seen 
lying helplessly on his lap with his hands hanging down. The upper right and left hands 
are in the action of wearing the entrails pulled out from the belly of Hiranyakasipu as 
garland. Of the remaining four arms, two carry chakra and sahkha and the other two hold 
sword and gada. The person of Narasimha is adorned with kiritamakuta, channavira 
graiveyakas, yajhdpavita, and udarabandha. Hiranyakasipu, the demon king, wears kirita• 
makuta, channavira, yajhopavita, and ardhoruka. There are two female figures seated, one 
at the feet of the demon and the other at his head. On either side of Narasimha there arc 
two male figures of which one may be Prahlada. 

In another example, found on the adhishthana of the mandapa in front of the 
Chennakesava group of temples at Pushpagiri, the Sthauna Narasimha is shown seated witt 
his two legs hanging down the seat. The demon Hiraiiyakasipu is shown lying helplessly or 
the thighs of Narasimha. The Lion-faced deity has eight arms. The two lower hands arc 
in the action of tearing the belly of the demon, while the two upper hands pulls out the 
entrails from the torn belly and wears them as garland or hdra. Narasimha holds the demon’ 
legs and head with two hands. The remaining two hands carry chakra and Sahkha. Hi 
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, , rioht k the fioure of Prahlada kneeling 

lion-faced head is adorned with /^ 7 ^J^ The figure s of a man mid a woman are shown 
dov.n and keeps his two /land;* 1 J- 

standina on the same side. r-^ailrntp thp ctnrv nf 

' -n,- nf the Mahcmandapa of the Ranganatha temple at Gandikota, the stoiy ot 

»nd the killing of Hiranyakasipu is depicted in three stages. First, 
the origin of Isarasimha an B . f ron t 0 f a broken stambha holding a 

the de m on tin*: “f ^ ^1. To the right of tL 

gada. Na,asl ™^ ’ b hl . da standing and keeping his two arms in apjalimudra. In the 

stambha <s ’ 1 vj h js running after the demon to get hold of him. In the 

second panel the Lion tacea vismm » , t • i if > t j 

^st one, Narasimha. ^ rfJaJLiJ The‘ ferocious deity has six 

arm? y tdA the Jo Tower hands he pulls out the entrails from the torn belly of the demon, 
the other two holds demon one at his legs and the other at his head and the remaimng two 

upper hands hold the chakra and the hahkha. 

On a pillar of the mahamandapa of the Kodandarama temple at Vontimitta, Narasimha 
is shown emerging out of a stambha. Only the upper portion of the body above the loins is 
sculptured and the lower portion below the loins is still within the stambha. The deity is 
shown with the terrible countenance of a lion. He has four arms. Hecanies chakra and 
hahkha in the upper two hands while the lower two hands are in the action of breaking the 
pillar. To the right, Prahlada is shown standing and touching the pillar with his left hand 
without expressing fear in his face. 


TRIVIKRAMA 

According to the Vaikhanasdgama, the image of Trivikrama may be sculptured in three 
different ways, namely, with the left foot raised up to the level of (i) the right knee, (or) 
(ii) to the navel, or (iii) the fore-head. Trivikrama should have either four or eight hands. 
If there are only four arms, one of the right hands should be made to hold sahkha and one 
of the left hands chakra, or even vice versa. The other right hand should be held up with 
the palm upwards, and another left hand stretched out parallel to the uplifted leg; or this 
right hand may be held in the abhaya or the varada pose. On the other hand, if Trivikrama 
is sculptured with eight arms, five of the hands should carry the sahkha, chakra, gada, dhanus, 
and hala , the other three being kept as in the previous instance. The right leg of Trivikrama 
is to be firmly planted on the earth; and the left should be used in taking the stride of world- 
measure. Indra should be shown holding over Trivikrama’s head an umbrella. Yaruna 
and Vayu should be made to wave chamaras. Brahma should be made to take hold of the 
uplifted foot of Trivikrama with one of his hands and wash it with water flowing from the 
kamandalu held in the other hand. 3iva should be represented with his hands held in the 
anjali pose and as sitting some where in space above the height of the navel of Trivikrama, 
to the right Vamana himself should be made to stand with an umbrella in his hand and 
ready to receive the promised grant of three paces of space. Near him and opposite to him 
Bali should be shown as standing adorned with ornaments and holding a golden vessal in 
his hands to indicate that he is ready to pour the water ceremonially in proof of his gift. 
Behind Bali there should be his queen. The S'ilparatna requires that the images of Trivikrama 
should be sculptured as standing on the left leg, the right being stretched out for taking the 
measuring strides. The Vishnudharmbttara mentions that the following object should be held 
in the hands by the image of Trivikrama, namely, the dapda, paia, sahkha, chakra, gada 
and padmaA 7 
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An example of Trivikrama is found on the south-east pillar in the mukhamandapa of 
the Agastyesvara temple at Chilamkur. Here the figure of Trivikrama is shown standing firm 
on the right leg and the left leg raised above to the level of his head. The deity has four 
arms. He keeps the lower left arm in danda-hasta pose stretched upwards in parallel to the 
left leg. The god holds the gada in the lower right hand, the sahkha in the upper right and 
the chakra in the upper left. He is adorned with kiritamakuta and other ornaments. To the 
right of this image, the demon king, Bali is shown seated in utkutikasana on a pedestal and 
facing Trivikrama. He keeps his two arms firm on the seat behind so as to support himself. 
In this posture the demon king is ready to receive the foot of Trivikrama to be placed on 
his head. He wears kiritamakuta , ardhbruka and other ornaments. Behind the demon king, a 
female figure probably his wife stands in tribhanga. To the left of Trivikrama is a male figure 
standing and holding a drum in his two hands. 

On the north-wall of the garbhagriha of the Chennakesava temple at Pushpagiri, 
Trivikrama, an incarnation of Vishnu, is shown standing on his right leg firm on the ground 
while the left leg is raised up to the level of the forehead. He has four arms and carries 
chakra and sahkha in the upper right and left hands respectively. By keeping the lower right 
hand in abhaya holds a lotus too in the same and the lower left hand raised straight upwards. 
He is adorned with kiritamakuta, graiveyakas, yajhdpavita, udarabandha and purnoruka. 
Brahma seated on a high pillar at the level of the raised foot of Vishnu is worshipping the 
foot of the uplifted leg of Trivikrama by washing it with his two lower hands. The remaining 
two upper arms carry kamandalu and akshamdla. Brahma has three heads adorned with 
kiritamakutas. Garuda, the man with wings stands to the left of Trivikrama keeping his two 
arms in ahjalimudra. To the bottom right is a man probably Bali, the demon king standing 
and keeping his two hands in aftjali (PI.44). 

PARA & UR AM A 

According to the Agamas, the figure of Parasurama should be shown with two hands, 
the right hand holding parasu and the left held in suchi pose. According to the Agnipurdna, 
Parasurama should be represented with four hands carrying parasu , khadga, bana and 
dhanus , 18 

An image of Parasurama is sculptured on a pillar of the mahdmandapa of the 
Ranganatha temple at Gondikota. This image agrees with the description found in the 
Agamas. The figure of Parasurama is shown as a rishi with long jatas, beard and moustache. 
He has two arms of which the left hand holds a parasu resting on his left shoulder and the 
right hand is raised in a telling pose. 

RAGHAVA RAMA 

The image of Raghava Rama should have two arms holding arrow in the right hand 
and bow or dhanus in the left hand. The image of Sri Rama should be a standing one, with 
three bends in the body. He should be adorned like the son of an emperor. The figure of 
Sita should be placed on the right side of Rama. In her left hand there should be 
nildtpala flower and the right hand should be hanging down freely. On the left of Rama 
should be shown the standing figure of Lakshmana. The image of Lakshmana should in all 
respects, except colour of his body and dress, be like that of Rama. The image of Hanuman 
should be shown standing in front and also to the right of Rama, with only two hands. 19 
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On the north face of the wide gala above the wall portion of the Parasur amesvara 
temple at Attirala, the figure of Rama is shown seated on a pedestal. He has two arms. 
Anjaneya standing to his left faces Rama. The figure of Sits is shown seated on another 
pedestal under a tree surrounded by women attendants. 

In another example found on the north wall of the Santanamallesvara temple at 
Pushpagiri, Rama is shown standing in tribhanga and holds a bow in his left hand and arrow 
in the right. The hair is tied up over his head in dhammilla fashion. He wears chakrakundalas, 
yajnbpavita, udarabandha and ardhoruka. Lakshmana, standing in tribhanga to the right of 
Rama, holds bow and arrow in his two hands. He is adorned like that of Rama. To the 
right of Rama stands Sita in tribhanga keeping a lotus in her right hand and the left hand 
hanging down in lolahasta pose. 


On the same wall the figure of Rama is represented as standing and keeps the left hand 
in katihasta pose. With his right hand Rama gives a ring to Anjaneya standing to his right. 
Anjaneya wears yajnbpavita, katisutra and a kaupina. Lakshmana standing to the left of 
Rama, carries a bow in the left hand and an arrow in the right hand. He has a quiver of 
arrows on the back of his right shoulder. 


Rama, Lakshmana and Sita are found as the bracket figures of the pillars that stand 
on the outer edges of the mahamandapa of the Kodandarama temple at Vontimitta. Here the 
figure of Lakshmana is shown standing in tribhanga. He has two arms and holds bow in the 
left hand and keeps the right hand hanging down. He is adorned with kiritamakuta, graive- 
yakas, channavira, udarabandha, yajflopavita and purnbruka. Rama is shown standing in 
tribhanga and has two arms. He keeps a bow in the left hand and the right hand hanging 
down. The figure is adorned with kiritamakuta and other usual ornaments. Sita is shown 
standing in tribhanga. She holds a lotus in the right hand and keeps the left hand hanging 
down. She is adorned with kiritamakuta, channavira, kuchabandha, mekhala and purnbruka. 


The images carved out of a single stone with a common pedestal are enshrined in the 
sanctum of the Kodandarama temple, Vontimitta. Here Rama standing in tribhanga, in the 
centre, has two arms. He holds a bow in the left hand and an arrow in the right hand. He 
We ^ S 4 kiritamakuta, makarakundalas, keyuras, graiveyakas, channavira, yajnbpavita , 
girdle tucked with a dagger and purnbruka. To the left of Rama, Sita is shown standing with 
wo graceful bends m her body and holds a lotus in the right hand and keeps the left in 
lolahasta pose She is adorned with kiritamakuta, channavira , kuchabandha, girdle and 
purnoruka. Lakshmana standing in dvibhanga , to the right of Rama, holds a bow in the left 
hand and an arrow in the right. He wears kiritamakuta and other decorative ornaments. 


KRISHNA 

his chiHhood^* 6 Varioi * s stori ® s told regarding the exploits of Krishna during the period of 

hptvvppn Kvn £ t YaS5 K a ’ ^^ bound Krishna to a mortar, but he, dragging it, passed 

another W Ihf^d * W “ obstructed ’ and then he pulled until the two trees fell; 

Putana offered h' T* ° ^ but broke ^ * nto P ieces with a blow of his foot; when 
voSh he ^d ^ SUCk6d Untii She fdl d0Wn dead - When, also ’ he had bee » a 

restored HZ ex P elled him the pool in the Yamuna; he 

Arishta under that nf ' a S aym ^ tbe demon s Dhenuka under the form of an ass, 

A . nder that of a bull, and Kesi in that of a horse. He abolished the festival of Indra*, 
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and when the lord of the sky, in consequence, poured down torrents of rain, he uplifted the 
mountain Govardhana, and rendered these torrents innocuous. Being then sent for by 
Kamsa, he proceeded to Mathura with his attached cowherds, amusing himself, as he went, 
by various incidents. First, he slew the royal washerman who refused to give the garments 
of Kamsa and then clothed himself and Rama with them; he then gave wealth to the flower 
woman who voluntarily supplied him with garlands; he next rendered straight the crooked 
woman who presented him perfumed ointments; and, having afterwards slain the elephant 
Kuvalaya at the gate, he entered the amphitheatre and beheld Kamsa, with his ministers, 
guards and attendants. There, in a wrestling match, he slew the gymnasts Chanura and 
Mushtaka, and then slew Kamsa himself, the king of Mathura.” 20 

In the sculptural examples of the Cuddapah district, Krishna is depicted in the 
following forms—Vatapatrasayi, Balakrishna, Kaliyamardhana, Gspikavastrapaharaija, 
Yenugopala, Parthasarathi, Panduranga, etc. 

VATAPATRAS' AYI 

On a pillar of the mahamapdapa of the Kodandarama temple at Vontimitta, Krishpa 
is shown as a baby lying on the leaf of a pipal tree. 

BALAKRISHNA 

On a pillar of the mukhamandapa Saumyanathasvami temple at Nandalur, the figures 
of Balakrishna and his boy friends are shown dancing or playing. All the boys are wearing 
katisutras, necklaces, anklets, etc. 

In another example, on a pillar of the mahamafidapa of the Ranganatha temple at 
Gandikota, Balakrishna dressed with all the ornaments of a child is shown standing. 
He has two arms. He is in the action of punishing a swan (Bakasur avadha) by tearing its 
mouth. In another scene he is giving something to another boy standing near him. On 
another pillar Balakrishna is represented as eating butter from a pot. On another pillar at 
the same place Krishna is represented as a young boy wearing all the ornaments common for 
a boy. He steals butter from a pot and is shown eating it hurriedly. In another scene he is 
carried by his mother on her waist. 

KALIYAMARDANA 

On the back wall of the garbhagriha of the Parasuramesvara temple at Attirala, 
Krishna is shown dancing with the two legs bent at the knees and placed on the head of the 
serpent. He has two arms and holds the tail of the serpent with the left hand and keeps the 
right hanging down. 

In another example found on the south wall of the Chennakesava temple al 
Pushpagiri, Krishna as a vanquisher of the power of Kali, a dreadful serpent is very wef 
depicted. He is shown dancing by keeping his right leg slightly bent at the knee and firn 
while the left leg bent at the knee is raised to stamp vehemently on the three-headed hood o 
Kaliya. He has four hands and holds chakra in the. upper right hand, sahkha in the uppe 
left, keeps the lower right in abhaya and holds the tail of the serpent with the lower left hand 
His head is graced with kiritamakuta and a prabhdmandala behind. He wears makar 
kuhdalas, graiveyakas, YajHdpavita, mekhala, udarabandha, ardhoruka and manjiras. To th 
bottom right is a man holding a musical instrument (short mridanga) in his hands. A ma 
stands to the top right holding a chauri in the left hand. To the bottom left is a man an 
above him a woman (PI. 41). 
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GO VARDHANADHARI 

An example of Gsvardhanadhari is found on a pillar of the porch of the northern 
gopura gateway of the Sangamesvara temple at Animela. In this Krishna is shown lifting up 
the mountain called the Gsvardhana and thus porviding shelter for the men and women, 
cows and other animals. Krishna standing in vyatyastapada pose have three graceful bends in 
the body. He has two arms and keeps the hill up-lifted with his right hand and the left hand 
is held in katihasta pose. The figure of Krishna is adorned with kiritamakuta, Yajhbpavita, 
graiveyakas ahd purnoruka. The figures of two cows are represented on either side of Krishna 
and both looking at him with regard and reverence. 

On a pillar of the mahamapdapa of the Koda^darama temple at Vontimitta, Krishna 
is shown standing in dvibhanga with the left leg firm on the ground and the right leg bent at 
the knee and crossing the left leg i. e., in vyatyastapada pose. He has two arms and keeps up 
the mountain Gnvardhana with the right hand and keeps the left hand on kati. He wears 
kiritamakuta and other ornaments. Two cows stand on either side of him looking up with 
love and regard. 


VENUGQPAIA 

On the wall of the ParasurSmesvara temple at Attirala, Krishna is depicted as 
standing in vyatyastapada pose, by the side of a tree. He has four arms and holds chakra in 
the upper right hand saiikha in the upper left and plays on a flute with the two lower hands. 
He wears kiritamakuta , graiveyakas , udarabandha and ardhoruka. There are two cows 
standing to his left and one to his right all facing the god and hearing to his music. 

In another example found on the north wall of the Chennakesava temple at 
Pushpagiri, Krishna is shown playing on a flute. He stands on his left leg firm on the ground 
while the right leg bent at the knee is raised slightly and rests on a pedestal. He has two 
arms holding the flute and plays on it keeping it at his mouth. He wears Kiritamakuta, 
graiveyakas, Yajnopavita , udarabandha and ardhoruka. A cowand a calf is shown enjoying 
the melodious music of Krishna in ecstasy. To the right of Krishna is a sage standing on a 

high pedestal. The sage has a beard and the jatas tied up on his head. He is clad in 
ardhoruka. 


, ,^ n a P^ ar north gopura of the Sangamesvara temple at Animela, Veiiugopala 

is depicted as standing in vytyastapada pose. He has three graceful bends in his body. The 
deity has four arms. He holds a flute and plays on it with the two lower hands and carries 
chakra and sahkham the upper hands. He is adorned with kiritamakuta and other usual 
ornaments. Two cows that stand on either side of Krishna are shown looking upto him by 

raising their heads (PL7). 


enugopsla is found as the bracket figure of a pillar that stand on the outer edge of 
the '. mahamartdapa of the Ksdandarama temple at Vontimitta. Here Krishna standing in 
tribhango r plays on a flute. He has four arms and holds chakra and saiikha in the upper two 
hands while the lower two hands plays on the flute. He wears kiritamakuta , graiveyakas , 
channanra, udarabahdha, Yajnopavita and purnoruka. 

n fti,.M-^t hereXam ? leO l Ve!!UgSPSlaisf0Undsclllptured ona PiNarof the mahSmandapa 
- u t < f a ^ ik8 * a - Here Krish * a is represented as playing on a flute. 
He stands m tnbhanga with his legs keeping in vyatyastapada pose. He has two arms and 



plays on the flute with them. He wears a crown decorated with peacock feathers. The cows 
stand on either side and looks up to the ,god listening to his sweet music. 

GO PIKA VASTRAPAHARANA 

Gopikavasrapaharapa, one of the Krsihnalllas, is carved on a pillar located in the 
southern entrance mafidapa of the Sangamesvara temple at Animela. In this sculpture, 
Krishna is represented as seated on a branch of a tree holding the sarees of the Gopikas 
in one of his hands. Of the two Gdpikas shown, one stands nude on the ground by the side 
of the tree keeping her legs compact and slightly bent at the knees. She has raised her 
hands above her head and keeps in afljalimudra. The sculptor has succeeded in exhibiting the 
feelings and reactions of a nude female. The other Gspika who is also nude is in the action of 
climbing up the tree. She is shown holding the tree with her two hands and the whole body 
embracing the trunk of the tree. 

Another example of the above theme is found sculptured on a pillar of the 
mahamandapa of the Kodandarama temple at Vontimitta. Here, Krishna is shown standing 
on a branch of a tree. In his two hands, he holds the sarees of Gspika. At the bottom a 
Gopika is shown standing nude and keeps her two hands over her head in anjali. 

P ARTffASAP ATM 

On the back wall of the Chennakesava temple at Pushpagiri, Krishna is depicted as 
the charioteer of Arjuna’s ratha during the Mahabhdrata war. Krishna seated on a chariot 
drawn by two horses, has four arms and holds chakra and kahkha in the upper two hands and 
the whip of the horse in the lower left. Arjuna is shown standing on the chariot holding a 
bow ( gahdiva ) in the left hand and an arrow in the right one. He has the quiver of arrows on 
the back of his right shoulder. The chariot has a dhvaja with the figure of Anjaneya. 

PAW DU RANG A 

Panduranga is represented as the bracket figure of a pillar on the outer edge of the 
mahamandapa of the Kodandarama temple at Vontimitta. Standing in samabhanga, the god 
keeps his two arms on kali, holding conch shells. He is adorned with kirltamakuta, 
graiveyakas, channavira, keyuras , udarabandha , yajndpavita, girdle and puxnoruka. He has a 
Vaislujavite mark on his forehead (PL50). 

On a pillar of the mahamandapa of the Ranganatha temple at Gandiksta, Panduranga 
is shown standing in samabhanga. He has two arms. Each hand holding a kahkha is kept at 
kati. He wears kirltamakuta, channavira, hara, purnoruka and anklets. He has no 
yajndpavita. 


OTHER FORMS OF VISHNU 

KE'S'AVA 

The Rupamandana states that the image of Vishnu which holds the Hahkha, in the 
upper right hand, chakra in the upper left hand, gada in the lower left hand and padma 
in the lower right hand, is representative of Kesava. 21 

An example of the image of Kesava is found in the Indranathesvara temple at 
Pushpagiri. In this Vishnu is standing in samabhanga posture. He is adorned with kirita- 
makuta, necklace, makara and chakrakundalas, yajndpavita, etc. He has four arms. The upper 
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right and left arms, carry sahkha and chakra where as the lower left and lower right holds 
gada and a lotus respectively. On either side at the bottom of this figure there are two 
female figures carrying chamaras in their hands. 

An image of Vishriu in the Kesava aspect is found on the exterior wall of the 
Chennakesava temple at Pushpagiri. He is shown as samapadasthanakamurti. He has four 
arms and carries sankha in the upper right hand and chakra in the upper left and gada in the 
lower left. He keeps the lower right hand in abhayamudra and also holds a lotus in the same. 

The mulabhera of the Chennakesava temple at Pushpagiri, is a life size image of 
Kesava. He is shown as samapadasthanakamurti. The deity has four arms and holds sahkha 
in the upper right hand, chakra in the upper left hand, keeps the lower right hand in abhaya 
and also a lotus in the same and gada in the lower left hand. The deity is graced with 
kiritamakuta, malearakupdalas, keyuras, channavira, yajndpavita, udarabandha, purndruka 
and a long hara. This image has a prcbhaiharidala adorned with simhamukha at the top and 
creeper design. Within the circular spaces formed by creeper decoration the ten Avataras of 
Vishriu are depicted. At the bottom portion on either side of the god there are two female 
figures standing in dvibhanga and each holding a chamara. 

PADMANABHA 

According to Rupamandana, Padmanabha, one of the twenty four forms of Vishnu, 
should have four arms and has to carry the padma in the upper right hand, chakra in the 
upper left hand, gada in the lower left and the hahkha in the lower right hand. 22 

A figure of Padmanabha is found on the southern wall of the garbhagriha of the 
Chennakesava temple at Pushpagiri. Here Vishnu stands in samabhanga on a padmapitha and 
has four arms. He carries padma in the upper right hand, chakra in the upper left, sahkha 
in the lower right and gada in the lower left hand. 

SRIDHARA 

The image of 3rldhara should have four arms and has to carry the chakra in the 
upper right hand, gada in the upper left hand, sahkha in the lower left, and the padma in 
the lower right hand. 23 

A figure of £>ridhara is found on the south wall of the Chennakesava temple at 
Pushpagiri. In this Vishnu is shown standing in samabhanga and has four arms. He carries 
chakra in the upper right hand, gada in the upper left hand, padma in the lower right, 
kahkha in the lower left. He is adorned with kiritamakuta and other ornaments. Two 
makaras on either side at the bottom spread their plumes all over behind the image. 

HRISHIKESA 

As stated in Rupamandana, the image of Hrishikesa should carry the chakra in the 
upper right, padma in the upper left, sahkha in the lower left and the gada in the lower 
right hand. 24 

An image of Hrishikesa is found on the south wall of the Chennakesava temple at 
Pushpagiri. Standing in samabhanga , the deity has four arms. He holds chakra in the upper 
right hand, padma in the upper left, gada in the lower right and sahkha in the lower left. 
There are two male figures one on either side of the god standing and praising the central 
figure. 
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ADHOKSHAJA 

< r ^'^ le i ma £ e of Adhokshaja, one of the twenty-four forms of Vishnu, should carry the 
gada in the upper right hand, sankha in upper left hand, chakra in the lower left hand and 
padma in the lower right hand. 25 

The figure of Adhokshaja found on a pillar of the mahamandapa of the Kodaiidarama 
temple at Vontimitta, is shown seated cross-legged. The deity has four arms and carries gada 
in the upper right hand, hafikha in the upper left hand, padma in the lower right hand and 
chakra in the lower left. He wears kirltamakuta and all other decorative ornaments. The 
present image which represent the Adhokshaja aspect of Vishnu is not a standing one but a 
seated one. 

MADHAVA 

According to Rupamandana , the image of Vishnu which holds the chakra in the upper 
right hand, the sankha in the upper left hand, padma in the lower left and gada in the lower 
right hand is representative ofMadhava. 36 

On a pillar of the mahamandapa of the Madhavaraya temple at Gandiksta, the image 
of Vishnu is shown standing in samabhanga and has four arms. He holds chakra in the upper 
right hand, sahkha in the upper left, gada in the lower right and padma in the lower left 
hand. The deity is adorned with kirltamakuta and other ornaments. 

VARADARAJA 

Varadaraja, one of the important aspects of Vishnu, is represented as seated on the 
back of Garuda with the right leg hanging down in front and keeps over the palm of right 
hand of Garuda and the left leg bent at the knee rests on the shoulder of Garuda. Here 
Garuda is shown in human form with wings on his back and seated in dlldhasana pose. The 
deity has four arms and holds chakra in the upper right hand, sankha in the upper left, 
keeps the lower right hand in abhaya and the lower left hand rests on his left leg. This image 
is found on the north wall of the Chennakesava temple at Pushpagiri. 

Another example of Varadaraja is found on the walls of the Sangamesvara temple at 
Animela. Here, Vishnu is seated on the back of the Garuda. The Garuda is in human form 
with two arms and wings. The legs of the deity, hangs down in front and rests on the palms 
of the Garuda. The deity has four arms and holds chakra in the upper right hand, sankha in 
the upper left, keeps the lower right in abhaya and the lower left in varada. He is adorned 
with kirltamakuta, makarakundalas, keyuras, yajndpavita , channavira and pumbruka. 

NARA AND NARAYANA 

On the back wall of the Chennakesava temple at Pushpagiri, the figures of Nara am 
Narayana are represented. Vishnu as Narayana accompanied by Nara, is shown seated ii 
Padmasana posture i.e., cross-legged, and has four arms. He is shown in meditation or yoga 
The two lower hands are kept on his respective legs, while the two upper hands hold sahkfa 
and chakra. He is adorned with all the usual ornaments. To his left is Nara seated ii 
padmasana and has two arms. He keeps his two hands on his legs. He is also represented a 
engaged in meditation. 

ADIMURTI 

Adimurti is a seated figure, sitting upon the serpent Adisesha, with the right le 
hanging and the left one folded and resting upon the seat. Out of his four arms, one of tf 
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right hands rests upon the seat, and a left hand is stretched out and rest on the left knee. The 
remaining two hands carry the chakra and the sankha. The hood of Adisesha may have 
either five or seven heads and it should be so sculptured as to hide slightly the kirita of the 
image. 27 

An example of Adimurti is noticed on the south wall of the Chennakesava temple at 
Pushpagiri. Here, the deity is seated on the coils of Adisesha, with his right leg bent and 
resting on the coils and left leg bent and raised with its foot on the coils as in utkutika pose, 
and has four arms. Adisesha has spread its five headed hood over the head of the god which 
serves as a prabhamandala and chattra. He is adorned with kiritamakuta, makara and 
chakrakundalas, graiveyakas, channavira, yajndpavita, udarabandha and other ornaments. He 
carries chakra and sankha in the upper hands, keeps the lower right hand in abhaya and 
the lower left rests on the knee of the left leg. 
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3iva is one of the most important and popular gods of the Hindu Trinity. There are a 
number of myths and legends about this god in the Epics and the puranas. These form 
themes of £>aiva sculptures besides governing various forms of £>iva images. Several example’s 
of the images of £>iva and his various forms found among the sculptures of the Cuddapah 
district are described below. 

LINGO DBHAVAM ORTL 

The Lin go dbhavamurti aspect of £>iva is a unique combination of the gad’s human as 
well as columnar form. This is one of the common images in southern India, which according 
to the Agamas is required to be placed in the niche in the western wall of the garbhagriha 
of the central shrine. 

The Amsumadbhedagama gives the following description of the image of 
Lings dbhavamurti The figure of £>iva as Chandra sekharamurti should be sculptured on the 
front of a linga. It is stated in the Karapagama that one-fifth part of the linga should be left 
out on the top and at the bottom respectively unsculptured, diva’s figure is to appear in the 
middle with legs below the knees (made invisible or) left unsculptured. Brahma should be 
represented as a swan at top right and Vishnu in the form of a boar at the bottom left of the 
linga. The figures of Brahma and Vishnu should be sculptured on the right and left 
respectively of the linga and also facing it, with two hands held in the aHjali pose. The 
Karanagama asserts that of the four arms of £>iva, one should be in the abhaya pose, the 
second in the varada, the third should hold the para&u. and the fourth a mriga. The 
Silparatna adds that 3iva should carry the kula in one of his arms. 28 

An excellent example of the Lingo dbhavamurti aspect of 3iva is found in the pillared 
cloister of the Vaidyanathasvami temple at Pushpagiri. The figure of £>iva in the aspect of 
Chandrasekharamurti is sculptured in the middle of the linga within a oval shaped aperture 
surrounded by flames. The legs of the figure of £>iva below the knees and up to the ankles are 
sculptured against the rules laid down in Agamas. The feet alone are left unsculptured. He 
has four arms of which the lower right hand is held in the abhaya pose and the lower left in 
the katyavalambita pose. The two upper hands carry parasu and mriga. The person of 3iva is 
adorned with jatamakuta, graiveyakas, yajndpavita, udarabandha and purnoruka. The linga 
has a wreath of flowers thrown round its top. On the right of the linga and on its top is 
shown Brahma in the form of a swan. Below and on the left of the linga is to be seen 
Vishnu. Vishnu, the Man with the head of a boar, has four arms; the lower two burrowing 
into the earth and the upper two carry the chakra and the hahkha. He wears kiritamakuta, 
graiveyakas, yajndpavita, udarabandha, ardhoruka (pi. 15). 

4 
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Another example of Lings dbhavamurti is found lying in the mahamandapa of the 
Sangamesvara temple at Animela, The linga is of two feet height with a central aperture. The 
figure of Siva is shown standing with in the aperture and has four arms. The legs of Siva are 
not sculptured below the knees in accordance with the rules laid down in the Agamas. He 
holds parasu in the upper right hand, mriga in the upper left, keeps the lower right in the 
abhaya pose and the lower left in the varada pose. He wears jatamakuta adorned with the 
crescent, a skull and flowers. His body is graced with yajndpavita, ardhoruka and other 
ornaments. To the right and at the top portion of the linga there is a figure of swan and 
above it a leaf falling down. At the bottom left of the linga is shown the figure of a boar. 

ke valamo rti 

The Amsumadbhedagama states that in this aspect £>iva should carry a tanka in 
one right hand and keep the other in the abhaya pose, while in one left hand he should carry 
mpiga and the remaining left hand should be held in the varada pose. 29 

An example of this form of £>iva is noticed in the Parasuramesvara temple at Attirala. 
This image lying in the mukhamandapa is supposed to be the original image enshrined in the 
sanctum. Here Siva is reresented as sthanakamurti. The legs of the image are broken below 
its knees. Here the deity has only two arms instead of four prescribed by Agamas. Both the 
arms are kept in the katyavalmbita pose. He also holds parasu in the right hand. The parasu 
rests on the right shoulder. The deity wears jatamakuta tucked with crescent, makaralcundals 
channavira , graiveyakas yajndpavita, udarabandha and ardhoruka (pi. 44). 

A figure of 3iva as Kevalamurti is sculptured on a pillar of the southern entrance 
mandapa of the Sangamesvara temple at Animela. Here the figures of 3iva is depicted as 
samapadasthanakamurti. The deity has four arms. He carries parasu in the upper right 
hand, mriga in the upper left, keeps the lower right in abhaya and the lower left in varada. 
He is adorned with jatamakuta, channavira, yajndpavita and puruoruka. Two sages are shown 
standing on eitherside of £>iva keeping their hands in anjali pose. 

sukhasanamurti. 

According to Silparatna and all other authorities, the image of Sukhasanamurti 
should be a seated figure with four arms, three eyes and a very handsome appearance 
suggestive of rajogupa. It should be seated erectly upon a bhadrapitha with its left leg bent 
and resting upon the seat and the right one hanging below it. But the purva karanagama 
states that the light leg of the image should be bent and be resting upon the seat and left one 
hanging. It should carry paraku in the upper right hand and mriga in the upper left. The 
lower right hand should be held in the abhaya pose, while the lower left hand may be either 
in the varada or the simhakarna pose. It is imperative that neither Devi nor Skanda should be 
near the Sukhasanamurti. 30 

An example of Sukhasanamurti is found in the wide gala portion of the 
Parasuramesvara temple at Attirala (P1.45). On either side of the central niche in the west 
there are two identical images of 3iva housed in the niches. In these sculptures, £>iva is 
shown seated with the right leg hanging down the seat and the left bent at the knee and 
resting on the seat. The deity has four arms and holds paraku in the upper right hand, 
mriga in the upper left, keeps the lower right in the abhaya and the lower in the varada pose. 
The person of £>iva is adorned with jatamakuta, makara and chakrakundalas, graiveyakas 
channavira , udarabandha, yajndpavita, and pumoruka . 
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Anothei example is found on the adhishthana of the Umamahesvara temple at 
Pushpagiri, In this the figure of £>iva is shown seated in sukhasana on a pedestal with his left 
leg bent and resting upon the seat and the right one hanging down. The head is adorned 
with jatamakuta and body is graced with channavira, graiveyakas,yajnopavita, and udarabandha. 
The two upper hands carry parasu and mriga. He keeps his lower right hand in abhaya and 
the lower left rests on the left leg. The figure of seated Nandi is shown on the pedestal. 

Another sculpture of £>iva as Sukhasanamurti is carved on a pillar located in the 
southern entrance mandapa of the Sangamesvara temple at Animela. Seated in sukhasana 
with the right leg hanging down the seat and the left leg folded and resting upon the seat, the 
god holds damaru in the upper right hand, trisula in the upper left, keeps the lower right in 
abhaya and the lower left in varada. He is adorned with jatamakuta, and other ornaments. 
The figure of Nandi is shown seated and facing left. There is a prabhamandala round the 
image topped by simhalalata. 


UM ASAHITAMOR TI 

If the figure of the Devi is seated on the same seat by the side of Sukhasanamurti, the 
group is known as the Umasahitamurti. The position of the Devi is to the left of £>iva. She 
should have only two arms; in her right hand should keep a lotus flower, while she may hold 
her left hand either in the simhakarna pose or keeps it straight resting on the seat. The 
S'ilparatna states that the right hand of the Devi should keep an utpala flower and the left 
hand held vara da pose, or the left hand might rest on the pitha. This aspect of 3iva and 
Uma seated on the same seat and under the same prabhamandala is known as the 
U m a s ah it am urti, 81 


An image of Umasahitamurti placed in the eastern niche in the wide gala portion of 
the Parasuramesvara temple at Attirala, agrees to the description found in the texts. In this, 
5>iva is represented as seated in sukhasana with the right leg hanging down the seat and 
the left leg bent at the knee and resting on the seat. The god has four arms and holds 
paraku in the upper right hand, mriga in the upper left and keeps the lower right and left 
hands in the abhaya and the varada poses respectively. He wears jatamakuta, makara and 
chakrakupdalas, graiveyakas, channavira, yajndpavita, udarabandha, purndruka and mafijiias 
with small tinkling bells. To the left of £>iva, is Parvatl seated on the same pedestal with 
the left leg hanging down and the right leg folded at the knee and resting on the seat. She 
has two arms, holding a nilbtpala in the right hand and keeping the left in th q vraada pose. 
Her person is graced with kiritamakuta, chakrakundalas, necklace, mekhala, purndruka and 
maHjiras (PI. 42). 


On a pillar of the southern entrance mandapa of the Sangamesvara temple at Animela, 
there is a sculpture of Umasahitamurti. In this, 3iva is shown seated in sukhasana with the 
right leg hanging down the seat and the left leg bent and resting on the seat. The god has 
four arms. He holds parabu in the upper right hand, mriga in the upper left, keeps the lower 
right in abhaya and the lower left in varada. He wears jatamakuta and other ornaments. 
Uma seated to the left of SSiva on the same seat keeps her right leg hanging down while the 
left folded at the knee rests upon the seat. She has two arms and holds a lotus in her right 
hand and the left hand rests on the seat. 


Bronze images of Siva and the Devi are found in the MulasthanSsvara temple at 
Pottapi (PL 48). They are shown seated on separate padmaptthas. TIhe 0 ^ 

shown seated in sukhasana with his right leg dangling down and the left leg folded and 
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resting on the seat. The god has four arms and keeps the lower right and left hands in 
abhaya and varada poses respectively. He holds parasu in the upper right hand and mriga 
in the upper left hand, The deity is adorned with jatamakuta, makara and chakrakundalas, 
keyuras, graiveyakas, channavira, yajndpavita, udarabandha, and purnoruka. The goddess is 
shown seated to his left on a separate padmapitha. She is also seated in sukhasana with her 
ri<dit le? hanging down and left leg folded and resting on the seat. She has two arms keeping 
in abhaya and varada poses The goddess is adorned with kiritamakuta, makarakundalas, 
necklace and purnoruka. 

UMA MAHEti VARAMURTI 

The Vishhudharmottara states that in this aspect, the image of 3iva and Uma should be 
seated on a seat, embracing each other. 3iva should have two arms, the right one carrying a 
nllotpala flower and the left one should be placed in embrace on the left shoulder of Uma. 
He should have the jatamakuta on his head with the crescent moon on it. Uma should have 
her right hand thrown in embrace on the right shoulder of 3iva and should keep in her left 
hand a mirror. According to the Rupamaqdana, 3iva should have four arms and in one of 
the right hands there should be the trisula and in the other a matulunga fruit; one of the left 
arms should be thrown on the shoulder of Uma and there should be snake in the other left 
hand. The Devi should be as described in the Vishnudharmottara. In this group there 
should be the Vrishabha, Ganesa, Kumara, and a lean emaciated dancing figure of Bhfingi, 
all arranged in an artistic composition. 32 

A beautiful example of Umamahesvaramurti is found in the Indranathesvara temple 
at Pushpagiri. In this, 3iva and Parvati are seated on a single pedestal embracing each 
other. 3iva is shown seated in sukhasana posture with his right leg hanging down, and left leg 
folded and resting on the seat. To his left is the figure of Devi seated with her left leg 
hanging down and right leg bent and keeping on the seat. 3iva is adorned with jatamakuta, 
channavira, makarakundalas, yajndpavita, udarabandha, ardhoruka, manjiras, etc. He has 
four arms and carries a parasu in the upper right hand, mriga in the upper left hand and 
keeps the lower right hand in abhaya and the lower left hand on the shoulders of the Devi. 
Devi wears a kiritamakuta, chakrakundalas, purnoruka etc. She has two arms — left hand 
holding lotus and right hand embracing her lord round his waist. A Nandi is shown on the 
pedestal. 

Two examples of Umamahesvaramurti are found in the pillared cloister of the 
Vaidyanathasvami temple at Pushpagiri. In the first one £>iva is shown seated on a pedestal 
as Sukhasanamurti, with his right leg hanging down, left leg bent and keeping on the seat. 
He is adorned with a jatamakuta , makara and patrakundalas, channavira, yajndpavita, 
udarabandha, ardhoruka, manjiras, etc. Uma is seated on his left lap with the right leg 
folded and keeping on diva’s lap and left leg hanging down. In this, 3iva is shown with 
four arms of which carry parasu in the upper right and trisula in the upper left hand. The 
lower right hand is broken, and the lower left is placed on the left shoulder of Uma. Uma, 
seated to the left of 3iva, has two arms — the left holding nilotpala and the right embracing 
her lord round his waist. She is adorned with kiritamakuta, necklace, purnoruka, etc. 
A figure of seated Nandi is shown on the pedestal. 

In the second example of the Umamahesvara image, 3iva is shown seated with his 
right leg hanging down, and the left leg folded and keeping on the pedestal. He wears 
a jatamakuta with flowing jatas, makara and patrakundalas, channavira, yajndpavita, 
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girdle buckled with simhamukha and ardhoruka. Uma is shown seated on her 
lord s left lap. Her right leg being folded rests on the lap of Siva while her left leg is 
langing down. She wears kiritamakuta, necklace and purnoruka. Siva has four arms of 
which tlip upper right hand holds damaru, upper left trisula, lower right keeping in abhaya 
and lower left hand embracing the Devi round her shoulders. Uma has two arms — holding 
ml otpal a m the right hand and embracing her lord with the left hand round his waist. 
A Nandi is shown on the pedestal, facing right. 


In another example found on the wall portion of the Bhimesvara temple at 
Pushpagiri, 3 iva is shown seated on a pedestal with his right leg hanging down and left leg 
bent and keeping on the seat. Devi is seated on his left lap. 3iva wears jatamakuta, makara 
and patrakup dal as, channavira, broad yajnopavita, udarabandha, etc. Devi is adorned with a 
kiritamakuta. £>iva has four arms. He holds parasu and blackbuck in the upper arms and 
keeps the lower right hand in abhayamudra. He is shown embracing his consort with his 
lower left hand which rests on the left shoulder of the Devi. Devi has two arms. She embraces 
her lord round his waist, with her right hand, while the left hand is broken. 

The mulabhera of the Umamahesvara temple in the Chennakesava group of temples 
at Pushpagiri is of Vrishabharuda Umamahesvaramurti (P1.9). The image of Umamahesvara- 
murti, seated on Nandi is all carved out of a single stone. The Nandi facing the door way 
stands keeping its four legs stiff on the ground. It exhibits dignity and grace in carrying 
3iva and Uma on its back. 3iva and his beloved consort Uma seated on the back of the 
bull also faces the door way. Seated in sukhasana with the right leg hanging down and the 
left leg folded and resting on the back of Nandi, the god has four arms. He holds parasu 
in the upper right hand, mriga in the upper left hand and keeps the lower right hand in 
abhaya. The lower left hand of £>iva is placed on the left shoulder of Uma. He is adorned 
with jatamakuta and other ornaments. Uma is seated upon the left lap of Siva with her 
legs hanging down. She wears kiritamakuta punioruka and other ornaments. She has two 
arms and embraces her lord with the right hand and holds a flower in the left one. There 
is a prabhamahdala round the god and the goddess. 

All the above examples of UmamahSsvaramurti tallies with the descriptions found in 
the S'ilpa texts. 


MAHAMRITYUNJAYA 

On a pillar of the southern entrance mandapa of the Sangamesvara temple at Animela, 
a unique sculpture is carved in which £>iva is represented as bathing himself. In this example, 
<hva is shown taking a sacred bath himself. Seated in padmasana Siva has eight arms. The 
two upper hands raised above the head hold water pots and pore water over his head. He 
holds para&u and mriga in two hands. In two hands he keeps two water pots. The 
remaining two lower hands holds a single water pot placed on his legs. He is adorned with 
jatamakuta and other ornaments. The figure of a seated Nandi is sculptured on the pedestal. 
Two other examples of Mahamrityunjaya, one in painting and the other m sculpture, are 
found sculptured in the Virabhadrasvami temple at Lepakshi.^ In these examples; also the 
god is shown seated in padmasana. But he has six hands and hold water pots mall tU h^ds 
The upper two hands are shown in the act of pouring water over his head. The* examples 
and the sculpture discussed above may be treated as the unique representations of the 
Mahamrityunjaya aspect of 3iva. 
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DAKSHINAMURTI 

Dakshinamurti is desciibed in four different aspects namely, as a teacher of yoga, of 
vina, of jilana and of vyakhyana, or an expounder of other sastras. In many of the South 
Indian temples, both £>aiva and Vaishnava, the nicne on the south wall of the central shrine 
contains the figure of Dakshinamurti housed in it. The image of Vyakhyana Dakshinamurti 
should be sculptured as seated on a secluded spot on the Himalayas, under a banyan tree. 
He should be seated in virasana with the right leg hanging down the seat and the left one 
bent and rested across on the right thigh. The leg hanging down may or may not rest on the 
back of the Apasmar apurusha. The god should have three eyes and four arms; of these the 
upper right hand should hold the aksamala while in the upper left hand there should be 
either agni or sarpa. The lower right hand is to be held in the jnanamudra or the sandar 
sanamudra pose and the lower left hand may be kept in the varada pose or stretched straight 
in the danda pose, the elbow resting upon the left knee in the latter posture. In one account 
it is stated that one of the left hands may be, as already stated, in the varada or the dapda 
pose; if it is in the former pose, it might keep a book, the other left hand holding a snake, 
fire or a lotus or nildtpala flower. His head may be adorned with either a jatabhara, or 
jatabandaha, or jatamakuta , or jatamandala or the jatas might be held together with a 
patta-bandha. The mass of the jatas should be embellished with the durdhura (dhatura), 
a serpent on the left and with small tinkling bells, the kapala and the crescent moon on the 
right side. In the middle of the jatabhara .there should be visible the smiling face of the 
river goddess Ganga. Surrounding the great teacher-god, are to be shown rishis eager to 
learn the sastras. 


The general posture of Jnana Dakshinamurti is exactly the same as in the Vyakhyana - 
murti, but he should hold the akshamala in the upper right hand, an utpdla flower in the 
upper left hand; the lower right hand should be held in the jnanamudra pose, whereas the 
lower left hand may be kept in the abhaya or the danda pose. 

The form of Yoga Dakshinamurti may be sculptured in three different ways. In the 
the first, he should be seated with legs crossed as in the svastikasana ; while the lower right 
hand should be held near the chest in the yogamudra pose and the lower left hand should 
rest upon the lap in the characteristic ybgic posture. In the upper right and left hands 
there should be the akshamala and a lotus flower respectively. This image should be 
surrounded by rishis who should be adoring him. In the second variety of representation 
of yoga Dakshinamurti the left leg of the figure should be bent in the utkutikasana posture 
surrounding the body of the figure and its left leg should be a yogapatta. The right leg 
should be hanging down the seat. The lower left arm should be kept stretched and be 
resting by the elbow on knee of the bent left leg. The rest of the details is identical with 
that given for the first form. In the third form of Yoga Dakshinamurti, the two legs are to 
be bent and crossed in a more or less vertical position (as in the figure of Yoga Narasimha) 
and round these and the body is passed a yogapatta to keep the legs in position The lower 
two arms are stretched and kept resting on the knees. There should be the akshamala in 
the upper right hand and a kamahdalu in the upper left 34 


The mage e„sh rm edm the mdie ofth e south wall of the Sakshimallesvara temple 

represent the Vyakhyana Daksh,,amurti form (PI.43). Here, Dakshinamurti is seated on a 

pedestal with the right leg hanging down the seat and placed upon the back of the 

A fTTr ha " Ie ? f0 5 deg reStS "«»“ right ‘high. The deity has four arms 
of these the lower right hand is held in th jnanamudra pose and the lower left hand wWch 
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rests on the left knee holds a book. He holds akshamala in the upper right hand and agni 
in the upper left hand. His person is adorned with jatamakuta, channavira , yajnopovita, 
udarabandha and ardhoruka. There are two sages represented on either side. 

On the south face of the wide gala portion of the Parasuramesvara temple at 
Attirala, Siva in the aspect of Vyakhyana Dakshinamurti is shown seated on a pltha with 
the right leg hanging down the seat and placed on the back of Apasmarapurusha while the left 
leg bent at the knee is kept in the utkutika posture. The deity has four arms and holds 
parasu in the upper right hand, agni or fire in the upper left, keeps the lower right in 
jnanamudra and the lower left rests on the left leg. He wears jatamahdala, graivey alias 
yajndpavita , udarabandha and ardhdruka.(Pl. 10). 

An image of Dakshinamurti is placed to the south of the Vaidyanathsvami temple 
the Pushpagiri. Here, Siva is shown seated on padmapitha in vivas an a posture with his 
r ight leg hanging down and keeping on the back of Apasmarapurusha and the left leg 
folded rests upon the right leg. The deity is adorned with jatamakuta with a few jatas seen 
flowing down. His person is adorned with rudrakshamalas round his neck, udarabandha , 
ets. He has four arms of which the lower two are broken. He carries akshamala in the 
upper right and the agni in the upper left. There is a prabhamandala round the image. The 
figure of Naiidi is shown on the pedestal. At either end of the pedestal there are two figures 
of rishis seated in utkutikasana posture and kept one of their hands in vismava pose. 

Another example of Dakshinamurti is noticed in the Sangamesvara temple at Animela. 
He -e, the deity is represented as seated on a hill and under a tree with the right leg hanging 
down the seat and resting on the back of the Apasmarapurusha and the left foreleg rests upon 
the right thigh. He has four arms and the objects in the upper hands are not distinct. 
He keeps the lower right hand in chinmudra pose and holds a pustak in the lower left hand. 
This image represents Vyakhyana Dakshinamurti aspect of Siva. 


NATARAJA . 

Siva is a great master in the art of dancing. In the S aivagamas it is stated that Siva 

danced in a hundred and eight modes. But they content themselves with the description of 

nine modes only. According to the description given in the Amsumadbhedagama in the first 
mode of dance the right leg of Siva should be slightly bent and placed on the back of the 
Apasmarapurusha and the left leg should be lifted up, somewhat turned towards the right kg 
and kept across it. He should carry a damaru in the upper right hand, agni m the upper 
left keep the lower right hand in abhaya and the lower left m the gajahasta or dandahasta 
nose across the body. On the head of Siva there should be the jatamakuta adorned with 
flower garlands, durdhura and arka flowers, a snake, jewelled ornaments, grinning human 
skull and crescent moon tied on the left side. From this jatamakuta should issue on either 
sides five, six or eleven jatas and stand either horizontally or arranged in a circle. Tie 
Apasmarapurusha who is trodden on by Siva should have his head on the right side and his 
legs on the left side of Siva. Parvati should be standing to the left of Nataraja. The bttara- 
Kamikagama while giving a slightly different description states that on right side of Nntaraja 
theTe should be either rishi Bhringi or BhadrakaU- In the jatas of Nataraja on the right 
side there should be the figure of Ganga with the upper half shaped in the form of a 
woman and the lower half like running water, with hands in the anjah pose. This dance, i 
is stated, is known as Bhujangatrasa. 
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The second, the third and the fourth varieties of dance are not very different from the 
first. In the second mode of dance, the Amsumadbhedagama states, there should be the 
figure of Ganga standing on the jatas flowing on the right side of 3iva with hands held in 
the ahjali pose. In the third kind of dance it is stated that the left foot of the Nrittamurti 
should be placed on the body of the Apasmarapurusha and the right leg lifted up. A 
jatabhara or jatamandala spread round the crowned head of the figure of 3iva in the form of 
a circular disc is required in the fourth form of dance. 

The fifth form of dance is somewhat different from the previous ones. In this the 
right leg is to be lifted straight up to the crown of the head and the left leg, some what bent, 
should be resting upon the Apasmarapurusha. 3iva should have eight arms; three out of the 
four right hands are to be seen with the sula, the pasa, and the damaru, while the lower one 
should be kept in the abhaya pose; one of the left hands is to be held in the gajahasta pose 
and the three other hands are to carry the kapala, the vessel of fire and a bell. 

In the sixth variety of dance, the legs of the figure of giva should as in the case of the 
fifth variety and he should be represented with sixteen arms holding various weapons. To 
the left of Nataraja should be standing his consort, carry in her left arm skanda and keeping 
her hands in the anjali pose, while the child Skanda should, out of fear at the sight of the 
ecstatic dance of his father, be catching hold of the breast and abdomen of his mother, 
Parvati. 

In the seventh mode of dance, the image of £iva is required to possess eight arms, 
three eyes and an out-spreading jatdmandala; the left leg of giva should be placed upon the 
Apasmarapurusha and the right leg lifted up fully stretched, as far as the head. He should 
carry kula, pasa, damaru in the three upper right hands and keep the lower right in abhaya. 
Out of the four left hands, two should be kept in the gajahasta and vismaya poses and the 
remaining two should carry kapala and an agnipdtra. To the left of the dancing figure of 
3iva should stand the image of Devi. If six hands are substituted in the place of eight in 
the seventh variety of dance, we get the eighth mode of dance. In this, the two upper right 
hands should carry damaru and the sula and the flower right is to be held in the abhaya 
pose; Of the left arms one is to be held in the gajahasta pose, another in the vismaya pose 
and the third should carry a kapala. 

It is to be noted that the images of the fifth and sixth forms of the dancing forms 
should possess only two eyes, whereas all the rest should have three eyes. 

The ninth mode of the dancing form of 3iva is described as follows: In this diva’s 
left foot should not be placed on the back of the Apasmarapurusha but rest upon a pitha and 
should be somewhat bent. The great toe of the right foot should also rest upon the pitha. 
He should have four arms and keep damaru in the upper right, agni in the upper left. The 
lower right hand should be kept in the abhaya pose and the lower left in the gajahasta pose 
He should have three eyes and adorned with a jatSmakutaA 6 T.A. GopinathaRao says that 
“From a study of the so-called nine different forms of the Nrittamurtis it becomes patent 
that these do not really represent nine varieties of dances as described in the Natyasastra. 
We find the dance of the common form of Nataraja to be what is technically known as the 
bhujangatrdsa mode of dancing. Besides these nine varieties of the Nrittamurtis described in 
the Amsumadbhedagama, we meet with several different images of Natanamurtis in actual 
sculpture...” 36 
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A survey of all the sculptures of Nataraja under study agrees with the above view. 
T.A. Gspinatho Rao has endeavoured himself to explain other modes of dance of Siva met 
within actual sculpture with the help of the only commentary on the subject written by the 
great Abhinavaguptacharya. They are the katisama dance, the lalita dance, the 
lalatatilakam, the chatura mode of dance, and the talasamsphotitam . 3V 

“Whatever the origins of Siva’s dance, it became in time the noblest image of activity 
of God which any art or religion can boast of. Of the various dances of Siva I shall only 
speak of three, one of them alone forming the main subject of interpretation. One is an 
evening dance in Himalayas, with a divine chorus, described as follows in the S'iva praddsha 
stotra ...” 

“Placing the Mother of the Three worlds upon a golden throne, studded with precious 
gems, Shulapani dances on the heights of SCailas, and all the gods gather round him;” 

“Sarasvati plays on the vlpa, Indra on the flute, Brahma holds the time-marking 
cymbals, Lakshmi begins a song, Vishnu plays on a drum, all the gods stand round about.” 

“Gandharvas, Yakshas, Patagas, Uragas, Siddhas, Sadhyas, Vidhyadharas, Amaras, 
Apsarasas and all the beings dwelling in the three worlds assemble there to witness the 
celestial dance and hear the music of the divine choir at the hour of twilight.” 

This evening dance is also referred to in the invocation preceding the “Katha Sarit 
Sugar a:** 

Several examples of Nataraja images are found in the temples of Cuddapah district. 
They are shown dancing in different modes. 

On a pillar in the mukhamandapa of the Agastyesvara temple at Chilamkur, Siva is 
represented as dancing in the lalita mode with the right leg slightly bent at the knee and 
placed on the ground while the left is placed on the back of the Apasmarapurusha (PI.27). 
The figure of the Apasmarapurusha is reclining on his hands. The position of the 
Apasmdrapurusha indicates that the dance being just started, he started to lie prostrate on the 
ground to provide his back as the trampling ground of 3iva. 3iva by keeping left leg on the 
A pas m&rapurusha and the right leg on the ground, is moving on to make the back of the. 
Apasmarapurusha as the trampling ground. Nataraja has eight arms. He keeps the lowest of 
the right arms in dandahasta pose across the chest and the lowest of the left aims in the 
abhaya pose. The remaining three right hands carry the ghanta, the sula , and a book while 
the three other left hands hold damaru, parasu and sarpa. He is adorned with jatamakuta, 
chatmavira, graivc yakas , yajiibpavita, ardhbruka, and kinkinis 01 anklets with small tinkling 
bells. There are eight male figures seated round Nataraja and playing on different 
musical instruments. 

On another pillar in the same temple, the figure of 3iva is represented as dancing in 
chatura mode with his two legs placed over the heads of the two seated dwarfs. He has eight 
arms and holds the damaru in the upper right hand, the sula in the upper left, keeps the 
lower right in the abhaya pose and the lower left in the dandahasta pose across the chest. 
The objects in the four other hands are not clear. The person of Nataraja is adorned with 
jatamakuta, malcara and sarpakundalas, channavira, yajiibpavita and ardhbruka. The figuie 
of Nandi is shown to his left. He is surrounded by seated male figures playing on different 
musical instruments. 


5 
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In an example found on the wall of the garbhagriha of the Parasuramesvara temple 
at Attirala, Nataraja, the king of dance, is shown dancing in the ninth mode of dance 
described in Amsumadbhedagama. He dances with the left leg bent at the knee and its foot 
placed on the ground; and he keeps the toe of the bent right leg also on the ground. Here, 
the figure of Apasmarapurusha is absent. The deity has sixteen arms and the lowest right 
and left arms are held in the abhaya and the gajahasta poses respectively. The objects held 
in the other arms are not distinct. His head is crowned with jatamakuta and to its left the 
goddess Ganga is represented as a descending woman followed by the riples of river water 
into the jatas of 3iva. He wears channavira, graiveyakas yajhdpavita, and ardhoruka. To 
the bottom left of Nataraja, Kumara is shown dancing and the figure of Nritta Ganapati 
to the bottom right of 3iva. Both Ganapati and Kumara are dancing in the same mode of 
dance as that of 3iva. To the right of Ganapati stands Parvati with the bull behind her 
facing at 3iva. The figure of Devi has two arms holding a flower in the right hand while 
the left is kept hanging down. She wears kiritamakuta purnbruka and other ornaments. 

Nataraja is depicted on the exterior of the. kakshasana of the Sabhamandapa of the 
Trikutesvara temple at Pushpagiri. In this 3iva is shown dancing in bhujangatrdsa by keeping 
his right leg on the Apasmarapurusha and the left leg raised and turned to right. Here, 
Nataraja is represented with four arms. The upper right hand holds damaru, and agni 
or fire in the upper left. The lower right hand is held in abhayamudra and lower left in 
dahdahasta pose. This agrees with the first mode of dance described in S'aivagamas. 

On the same kakshasana, 3iva is shown dancing by keeping his slightly bent left leg 
firm on the ground and right leg thrown across the left leg and trampling with its toe on the 
ground. Apasmarapurusha is not found in this. The deity wears jatamakuta with a few jatas 
spreading on either side. To the right of his head and on the jatas the river goddess Ganga 
is shown in human form with her two hands keeping in anjali pose. £>iva wears patra and 
makarakundals, necklace and other haras, ardhoruka etc. The deity has eight arms and 
keeps the lower right hand in abhayamudra and lower left in dahdahasta pose. The 
remaining right hands carry a bell, t&lapatras and trisula where as the left hands carry 
damaru, agni and sarpa. To the right of Nataraja a seated male figure is playing on a 
drum with his two hands. Parvati is shown standing to his left. She has two arms and 
holds a lotus in the right hand and keeps the left hand in katy aval ambit a pose. The figure 
of Nandi is represented behind the Devi figure and it looks towards its dancing master. 

In another example, found on the wall of the Bhimesvara temple at Pushpagiri, 5>iva 
is shown dancing, keeping his right leg on the back of Apasmarapurusha and the left leg 
raised and turned to the right. Here, 3iva is represented with four arms. He holds damaru 
in the upper right hand and the object in the upper left is not clear. He keeps the lower 
ririht hand in abhayamudra and lower left in dandhasta pose. This image also agrees with 
the first mode of dance described in the Agamas. 

On the adhishthana of the Umamahesvara temple at Pushpagiri, a beautiful represen¬ 
tation of Nataraja dancing in bhujangatrdsa mode is found. In this £>iva is shown dancing 
with the right leg bent at the knee and resting on the back of the Apasmdrapurusha and the 
left leg bent at the knee and slightly raised. The god has eight arms. The lower right hand 
is held in abhaya pose and the remaining three right hands carry sarpa, ghanta and damaru. 
One of the left hands being kept raised horizontally straight, the other two left hands carry 



flames and trihula. The object in the fourth left hand is not distinet. His head is 
adorned with jatamakuta, with locks or jatas spreading on either side. He wears channavira, 
graiveyakas, yajndpavita, udarabandha, and ardhoruka. The image of Nataraja is sculptured 
within a prabhamandala. To the right of Nataraja a sage is shown seated. Next to him is 
Brahma standing with three heads and four arms. He keeps his two lower arms in anjalimudra . 
Three more sages are represented to the right of Brahma of whom one is seated and the other 
two standing. All the sages keep their hands in anjalimudra. Towards the left of Nataraja 
is the standing figure of Vishnu. He has four arms and holds chakra and sankha in the 
upper hands, gada in the lower left and keeps the lower right in abhaya. To the left of Vishnu 
there is a standing male figure keeping his two arms in anjali pose (PI. 13). 

An image of Nataraja dancing in the mode of urdhvajanu is found on the north wall 
of the garbhagriha of the Santanamallesvara temple at Pushpagiri. This is also identified 
as a representation of Nataraja in KaUkatandava form, one of the seven tandavas of 5>iva 
described in S'riiattvanidhi . 30 Here, Siva is shown dancing by keeping his right leg on the 
back of Apasmarapurusha and the left leg lifted straight upto the crown of the head. He has 
eight arms. Two of the right hands carry trisula and damaru, keeps one in abhaya and the 
other keeping straight downwards. Of the four left arms two hands carry flames and sarpa 
keeps one in gajahasta pose and the other raised straight in patakahasta pose. The style of 
spreading of the hands, particularly one right hand and one left hand keeping straight, is to 
balance himself on one leg. The figure of £>iva is surrounded by a prabhamandala of flames. 
The head of £>iva is adorned with a jatamakuta with a few jatas spreading on either side. 
He wears sarpa and chakrakundalas as his ear ornaments, graiveyakas, channavira, yajndpavita, 
udarabandha , and ardhoruka. To his right there is a seated male figure playing on a drum. 
To the left of Nataraja is Parvati seated on Nandi. She looks up at her dancing Lord with 
wonder (PI. 11). 

On the back wall of the same temple there is another figure of Nataraja dancing in the 
hhujangatrasa mode of dance. He keeps his slightly bent right leg on the back of 
Apasmarapurusha while the left leg being bent and raised above the right knee and thrown 
across the right thigh. He is crowned with a jatamakuta with a few jatas spread on either side. 
The goddess Ganga is shown seated over the jatas spread to his right. She keeps her two 
hands in anjalimudra. Nataraja is bejewelled with sarpa and chakrakundalas, a broad 
necklace, keyuras, kankanas, udarabandha, yajnopovita, and kinkinis or small tinkling bells 
on his feet. He is clad in ardhoruka with a girdle. He has four arms and carries damaru 
in the upper right hand, fire in the upper left, keeps the lower right in abhaya and the lower 
left in kari hast a pose. The figure of Nataraja is surrounded by prabhamaiidala. To the 
bottom left of Nataraja is the figure of Devi standing in tribhanga. She holds nildtpala in 
the right hand and keeps the left hand hanging down. Next to Devi is the emaciated figur e 
ofBhringi. He keeps his two hands in adoration. To the right and just below the raised 
left foot of S’iva, is a seated male figure wearing kirita. He plays on the drum. A sage 
is shown standing, to the right of £>iva, keeping his two hands in anjalimudra. 

On the south wall of the same temple, there is a unique piece of sculpture in which 
5>iva is shown adorning himself for dance. He stands on his bent right leg firm on a round 
pedestal, while the left leg bent and raised upto the right knee level so as to tie up kinkiriis 
or small tinkling bells to its foot with two hands. He ha? eight arms. The two lower hands 
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are fixing up the earlobes to his left ear. The other two are tying up the kinkinis to his 
raised left leg. In the remaining two right hands he carries ghanta and trisula. He holds 
sarpa and damaru in the remaining two left hands. The jatas being tucked up on his head 
with a few jatas spread on either side, he wears ardhoruka and the other usual ornaments. 
In this it is almost to show that the ear lobes and the tinkling bells have slipped down and 
he is arranging them, as we find. The drummer and the flutists on either side of Siva are 
busily engaged in the musical accompaniment as f>iva dances. 

“This is one of the most interesting sculptures in the representation of 3iva as a 
dancer, as it shows the element of aharya or decoration and dressing, with special 
emphasis. This and a few sculptures, representing the adorning of Durga with similar 
jingling anklets on her foot, as from Abaneri in the Amber museum from Rajasthan, repre¬ 
sent the aspect of aharya which is so important in dance. It is tasteful appropriate dress or 
nepathya, as specially directed by Kalidasa in his Malavikdgnimitra, Viralanepathya, in tune 
with the dance, that is essential and is shown here.” 40 

Another image of Nataraja is found on the south wall of the antar&la of the 
Santanamallesvara temple at Pushpagiri. Here f>iva, the king of dance is shown dancing 
with his right leg bent at the knee and keeping on the back of Apasmarapurusha and the left 
one bent at the knee is slightly raised in kuttika pose. The deity has eight arms. The 
lower right and left hands are broken but they seem to be kept in abhaya and karihasta 
poses respectively. He holds sarpa, fire and damaru in the remaining left hands, trisiila and 
ghanta in the two right hands. The object in one of the right hands is not clear. Tt may be 
in ahchita or Qlapallava pose, His head is adorned with jatamakuta with jatas spreading 
on either side. The river goddess Ganga is shown to his right over the jatas. He is 

adorned with sarpa and chakrakuiidalas, necklace, yajndpavita, ardhoruka and mekha/a. 

On a pillar of the southern entrance mandapa of the Sangamesvara temple, Animela. 
Siva is shown dancing in bhujangalalita mode with the right leg slightly bent and placed upon 
the back of the Apasmarapurusha ; the left leg bent and lifted up above the right knee level. 
He has four arms and holds damaru in the upper right hand, agni in the upper left, keeps the 
lower right in the abhaya and the lower left in the dandahasta pose across the chest. On 
the head of S>iva there is jatamakuta with jatas spreading to the sides. The figure of £>iva is 
adorned with makarakundalas, graiveyakas, yajndpavita, girdle and ardhoruka. The image 
is surrounded by a prabhamandala of flames coming out from the mouths of two makaras 
at the bottom. On the same pillar Vishnu is represented as described in the S'iva Praddsha 

Stotra. Here, Vishnu stands firmly keeping his legs wide and slightly bent. He is seriously 

engaged in playing on a drum as J>iva dances on the otherside. He has four arms and holds 
chakra and sankha in the upper right and left hands. With the lower left hand he holds 
the drum and plays on it with the bana (a sort of stick used in exciting the membrane of as 
sort of drum) holding in the lower right. He wears kiritamakuta, makarakundalas, keyuras, 
graiveyakas, channavira, yajndpavita and purnoruka (PI.23). 

On the south wall of the sanctum of the Sangamesvara temple at Animela, £>iva is 
shown dancing in the bhujahgatrdsa mode with the right leg slightly bent at the knee and 
resting on the back of the Apasmarapurusha and the left leg lifted up and thrown across the 
right leg above its knee level. The deity has four arms and carries damaru in the upper 
right hand, flames in the upper left, keeps the lower right in the abhaya and the lower left in 



the dandahasta pose across the chest. To the right of Nataraja is Brahma standing firm an< 
has four arms and three heads. In his two lower hands Brahma holds the time markin 
cymbals. The objects in the two upper hands are not visible. The figure of Vishiiu, to th 
left of Siva, standing firm on the ground by keeping his legs wide, has four arms. Hi 
plays on the drum with his two lower hands and holds chakra in the upper right hand ant 
sankha in the upper left. In this Brahma holds the time marking cymbals and Vislini 
plays on a drum as described in the Siva Praddsha StotraP 

A careful examination of the above referred Nataraja images will enable us to drav 
the following conclusions. Siva, the Master of Dance, is normally shown dancing ir 
bhujangalalita, bhujangatrasa, chatura, urdhvajanu, etc. postures. He is shown with four 
eight and sixteen hands. He is represented as dancing in some cases on the back of Apas- 
mdrapwusha and also on the ground. It is very interesting to note in this connection thal 
Divine Dance Master is also accompanied with, Devi, Kumara, Ganapati, Brahma, Vishiiu 
Divine musicians and sages. It appears that the sculptors have ingeniously combined the 
northern and southern elements in the delineation of Siva in the Nataraja aspect. Further 
the representation of Nataraja in the act of adjusting ornaments in the course of his dance 
is supposed to be a unique representation in the realm of Nataraja sculptures in South as 
well as in North India. 

KAJL Y AN ASUNDARAMURTI 

The Apamas give the following description of the images of the gods and goddesses 
that are to be represented as having taken part in the marriage celebration of Siva and 
Parvati. In the composition of the scene of their marriage there should be Siva and 
Parvati forming the central figures. Vishnu and his consorts Lakshmi and Bhumi as the 
givers of the bride should be there. Of these Lakshmi and Bhumi should be standing 
behind the back of the bride, touching her at the waist indicative of handing her over to her 
lord; and Vishnu should be standing in the background, between Siva and Parvati with a 
golden pot of water ready to pour it at the ceremony of giving the bride to the bridegroom. 
Then Brahma should be in the foreground, seated and performing the ceremony of homa. 
In the background and at various distances should be seen a host of other gods with their 
respective goddesses and rishis, all of them standing with arms folded in the anjali pose, and 
with the feelings of pleasure, happiness and wonder portrayed in their faces Siva should be 
sculptured as standing firmly on the left leg and with the right one resting upon the ground 
somewhat bent or in the vice-versa. There should be three bends ( tribhanga ) in the body of 
Siva. The lower right arm should be stretched out to receive the right arm of the bride 
Parvati and lower left hand should be held in the varada pose. Siva should be holding 
parasu in the upper right hand and mriga in the upper left. The figure of Siva should be 
that of a young man who has just come of age adorned with a jatamakuta with the crescent 
moon tucked up in it, hara, keyura, udarabandha and the waist zone, Siva should have 
three eyes. To the figure of Siva, Parvati should be standing with her right arm stretched 
out to receive that of Siva, in the act of panigrahaiia and with her left hand keeping a 
nilotpala. Her head should be adorned with all ornaments appropriate to the occasion. 41 

On the wall portion of the garbhagriha of the Parasuramesvara temple at Attirala the 
marriage scene of Siva and Parvati is sculptured very beautifully (PI. 14). Siva is repre¬ 
sented as a handsome young bridegroom standing in thihhanga. He has four arms and 
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carries parasu in the upper right hand, mriga in the upper left, holds the right hand < 
Parvati with the lower right and keeps the lower left bent at the elbow and stretched 1 
receive the holy water from Vishnu. He is adorned with jatamakuta, makarakundala, 
graiveyakas, channavira , yajhdpavita, ardhbruka and mahjiras. To the right of Siva stanc 
Parvati as a bride with two graceful bends in the body and downcast looks. She has tw 
arms and holds nilotpala in the left hand while her right hand bent at the elbow is stretche 
to receive that of Siva in the act of panigrahana. Her person is adorned wit 
kcrandamakuta, necklace and purnbruka. Lakshmi standing to the right of Parvati he 
two arms and holds the bride at the elbow of her right arm with the right hand and th 
other rests on her waist. She also wears karandamakuta and other ornaments. Still to th 
right of Lakshmi is the figure of Bhudevl. To the left of Siva is the figure of Vishn 
standing and slightly bent to the right towards Siva. He has four arms and holds a wate 
pot with the two lower hands ready to pour water and in the act of giving the bride Parvat 
to the bridegroom, S’iva, while the two upper hands carry chakra and sahkha. H 
is graced with kiriiamakuta and other ornaments. In front of Siva and Vishnu i 
Brahma seated in padmasana with the sacrificial kuhda or homa before him. As usua 
he has three heads and four arms. He holds sruva and sruk in the lower right an< 
left hands and an akshamala and a kamandalu in the upper right and left hand 
respectively. He is in the action of pouring ajya into the fire with the lower right hand 
He wears jatamakutas and other ornaments. 

The scene of the marriage celebration of Siva and Parvati carved on the adhishtham 
of the Umamahesvara temple is very natural and impressive. In this, Siva is standing ii 
tribhanga, with Parvati to his left; and he has four arms. The upper rtght and left hand 
carry parasu and mriga respectively. The lower right hand is stretched to receive th< 
water from Vishnu and lower left hand is held in abhaya. Below his right hand a dwarf i: 
shown standing keeping a bowl or wide vessel on his head to receive the water poured into 
the hand of Siva by Vishnu. To the left of Siva, is the figure of Parvati standing ii 
tribhanga. Lakshmi standing to the left of Parvati touches her left hand. Behind Lakshmi 
stands Bhudevl. Vishnu standing to the right of Siva holds chakra and sahkha in the 
upper two hands and a water vessel in the lower two hands pouring water into the lowei 
right hand of Siva. In front of Siva and Parvati is the figure of Brahma, seated on a 
pedestal with three heads and four arms. He holds an akshamala in the upper right hand. 
kamandalu in the upper left, sruva in the lower right and sruk in the lower left hand. In 
front of him there is a kunda in which fire is shown. On the other side of the fire 
there are two sages one seated and the other standing. 

Another panel illustrating the merriage of Siva and Parvati is well depisted on the 
cidhishthana of the Umamahesvara temple. Here Siva is shown standing in the centre 
with Parvati to his left. He has four arms and holds parasu and mriga in the upper two 
hands. The lower right hand is stretched to receive water from Vishnu while the lower 
left hand holds the right hand of the bride Parvati portrayed as' a beautiful bride, stands 
to the left of Siva and keeps her left hand in lambahasta pose. Lakshmi standing behind 
Parvati keeps her two hands on the waist of Parvati. To the right of Siva is the figure of 
of Vishnu holding a water vessel in the two lower hands and pouring the holy water into the 
lower right hand of Siva. Below this hand a dwarf is shown standing with heavy plate or 



bowl over his head. The two upper hands of Vishnu carries sahkha and chakra. In 
front of Siva and Parvati is Brahma seated in front of fire or homakupda. 

Another important example of Kalyanasundaramurti form of 3iva is sculptured on 
the north wall of the garbhagriha of the Sangamesvara temple at Animela. In this 
marriage scene of Siva, the deities generally represented are Siva, Parvati, Vishnu, 
Lakshmi, Bhudevi, Brahma and others. In the above examples Vishnu is shown 
performing the act of giving the bride Parvati to the bridegroom, Siva. But in the present 
example Himavan is represented as offering his daughter in marriage to Siva. Here Siva is 
represented as an young and beautiful youth standing with three graceful bends in the body. 
Siva has four arms. His lower two hands clasped together stretches to receive water poured 
into his hands by Himavan. He carries parasu in the upper right hand and mriga in the 
upper left. The figure of Siva is adorned with jatamalcuta, makara and chakrakundalas 
graiveyakas, yajndpavita and purnoruka. To the left of Siva is Parvati. Standing in tribhanga 
she holds mlbtpala in her right hand and keeps the left in lolahasta pose. The figure of 
Parvati is sculptured upto the girdle of Siva. Her downcast looks are indicative of the 
feelings of a bride. She is adorned with kiritamakuta, makara and chakrakundalas, 
kuchabandha, hara, necklace, girdle and purnoruka. Himavan is sculptured as high as that 
of Siva, standing and holding a water vessel in his two hands. He wears a peculiar head 
dress looking like a mountain. His body is adorned with chakrakupda/as, graiveyakas, 
channavira, and purnoruka. 

We have so far discussed several panels illustrating kalyanasundara aspect of Siva. 
In all these panels, the sculptors have laid special emphasis on the panigrahana aspect of the 
marriage. It may be mentioned in this connection that the ceremony of pouring water into 
the hands of Siva which is considered to be the essential ingredient of the papigrahapa 
aspect is either performed by Vishnu or Himavan. The saptapathi aspect which received due 
recognition and importance at the hands of north-eastern sculptors is surprisingly absent in 
the panels under our consideration. The sculptoss of the Chafukya, Rashtrakuta, Pallava, 
Chela and Vijayanagara times showed uncummon attention in the representation of 
panigrahana aspect while depicting Siva as Kalyanasundaramurti. 

GAflGADHARAMUJRTI 

The well known story of the descent of Ganga for the sake of Bhaglratha is given in 
the Vishpupurana, the Bhdgavatapurana and the Ramayana. 

The image of Gangadharamurti is described in the Amsumadbhedagama, the Kami- 
kagama and the Kdrapagama. It is stated that the figure of Siva should be standing with 
his right leg placed firm on the ground and the left one slightly bent at the knee. He 
should have four arms of which the lower right hand should be placed near the chin of his 
consort Urn a, whom he should be embracing with his lower left arm; the upper right arm 
lifted up as high as the ushnisha or the crown on the head, should be holding a jata or a 
lock of matted hair, on which should be the figure of the goddess Ganga; the upper left 
hand should carry a mriga. On the left of Siva there should be Uma standing in a state of 
mental uneasiness. She should have two arms; of these the right arm should be hanging 
down freely and left one should be carrying in it a flower. To the left should be Bhaglratha 
in company with a number of fishis, praising Siva. The central figure of Siva may also 
be called Ganga-Visarjanamurti. 42 
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To the east of the Parasuramesvara temple there is a beautiful image of Gangadhar 
murti. 4:l This in now lifted and preserved in the Museum of State Archaeology , 
Cuddapah. 

In this, S'iva, is represented in a solicitous attitude towards his consort Parvati, wli 
is angry with him for having another woman, Ganga. He is pacifying her with the low< 
right hand placed near her chin and with his upper right hand, which is kept in kart a 
hasta pose at the top of his head, holds Ganga. The two left hands of Siva could not t 
seen. The figure of Parvati is well represented for the occasion. Her angry face is slight] 
turned away from her lord. The person of Siva is adorned with jatamakuta, makara an 
chakrakuridalas , graiveyakas , yajhdpavita and other ornaments. Parvati wears karandt 
makuta, graiveyakas and other ornaments. 

KIRA TARJUNl YAM (PAS'UFA TADANAMVRTI) 

The basic theme of Kiratarjunniya story is found in the Vana parvam of th 
Mahabharata. Bharavi has utilised this theme in writing his immortal poem Kiratarjuniyan 

According to the Mahabharata that when the Pandavas were in distress, durin 
their period of exile, Vyasa visited and advised Dharmanandana to send Arjuna b 
Indra for securing weapons. Accordingly Arjuna went to the Himalayas and performs 
severe austerities on the Indrakila hills. Indra came to him and knowing about his maij 
goal, asked Arjuna to direct his penance to Siva and obtain his grace. Indra promised t< 
bestow his weapons later. Arjuna, then, started the more severe penances for £>iva b; 
standing on one foot or the tip of the toe of one foot, with his arms raised over his head 
He became very emaciated. The sages in the forest were distrubed by such a severe penanc 
by a great hero lika Arjuna. They went to Lord £>iva and requested him to bring to an en< 
Arjuna’s tapas. 3iva pacified them stating that he know the reason for the hero’s penanc 
and asked them not to get worried. There upon, 3iva and Uma, dressed as Kiratas (hunters 
and followed by many attendants ( bhuta-ganas ), left for the place where Arjuna was perform¬ 
ing penance. As they approached Arjuna, the demon Mukadanava, in the form of a wild 
boar, rushed towards emaciated Arjuna,which disturbed the latter. Arjuna took his bow 
and arrow, and got ready to shoot the animal. Just then, Kirata (£iva), arrived on the 
scene and contested Arjuna’s right to shoot the arrow, as the animal was his lawful prey. 
Arjuna ignored the Kirata’s sermon on hunt,and shot his arrow. Simultaneously Kirata 
also shot. The wild animal fell down dead, revealing the real form of a demon. 

A battle of words and a physical duel ensured between Kirata and Arjuna. The 
two fought until Arjuna fell unconscious. After a while, he recovered and realised that 
his opponent was more than a mortal. He, then, made a clay linga of 3iva and began to 
worship. To his astonishment, all the garlands and flowers he put on the linga were found 
on the Kirata. He immediately realised that the Kirata was none else than 3iva himself. 
At once he fell at his feet and begged his forgiveness. Siva was pleased and bestowed on him 
the weapon he desired, viz., Pasupatastra and disappeared. Soon all the other gods and 
guardians of the eight quarters, also appeared and gave him their own special weapons. 44 

Bharavi’s version differs from that of the Mahabharata version. According to 
Bharavi’s Kiratarjuniyam, Arjuna was sent to perform penance for Indra on the advice of 
Vyasa. Arjuna, with the help of Guhyaka or Yaksha proceeds to Indrakila and performs 
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severe austerities. Impressed at the strong will of Arjuna, Jndra comes to him and 
advises him to worship 3iva and obtain weapons. Thereupon Arjuna directs his severe 
penances towards Siva. Sages living in the forest cannot tolerate the heat emanated by 
this severe penance and therefore go to 3iva to appraise him of the situation. 3iva asks 
them not to be worried and inform them about Arjuna who was no other than Nani 
himself. Siva also tells them that just then Arjuna was in trouble as Mukadanava was 
attacking him and that 3iva himself would go to his rescue. Dressed himself as a Kirata 
and followed by his pramatha-ganas also as Kiratas, 3iva proceeded to Indrakila hill. 
There he discovers Mukadanava in the form of a wild boar, ready to rush at Arjuna. 
Then the account of the boar hunt is given. After this there ensues a battle of words 
between Kirata and Arjuna, followed by a fight, in which Arjuna is deprived of all of his 
weapons. Arjuna engages Kirata in a fist fight. At one stage, during this fierce fight, 
Kirata forecefully flies in the air. Arjuna, taking advantage of this situation, catches hold 
of the feet of Kirata, with the intention of rapping him on the ground. Kirata is taken 
aback with this unexpected act of Arjuna, and descends to the ground quickly and 
clasps Arjuna in a firm hug. He was so amazed and pleased with his devotee that he 
revealed his real form and bestowed on him the Pasupatastral 

There is a different version of the story based on a local tradition in Karnataka and 
in Andhra. According to these local traditions it seems that Parvati, having heard that 
Arjuna was invincible because of an auspicious mark on his back, expressed a desire to 
see this mark of Arjuna. This could be done only when he was defeated and turned his 
back. This was impossible, as Arjuna was invincible. So 3iva thought of a plan and 
dressed himself as Kirata and, accompanied by Parvati, as Kirati came to Indrakila where 
Arjuna was doing penance. It was at diva’s instance that Muka danava came in the form of 
a wild boar and tried to attack Arjuna. Arjuna shot the arrow in self defence, and Kirata 
also arrived on the scene to pick up a quarrel with Arjuna as to who shot the animal. Kirata 
claimed it as his natural prey. A fight ensued in which £>iva purposely fell in such a way 
that Arjuna came over him, and Parvati, standing behind Arjuna, could see the back of 
Arjuna, with broad shoulders and the auspicious mark. She then indicated to S’iva that she 
has seen the back and the auspicious mark by raising her right hand. Thereupon Siva 
revealed his true form and Arjuna begged his pardon for his ignorance and the consequent 
fight. £>iva bestowed the boon of Pasupata and Parvati, the atijalikastra. This story which is 
current in many villages of the South reflect local tradition about this epic episode.* 7 

According to another local tradition prevalent at Lepalcshi, it is Arjuna who defeats 
Kirata, by putting the latter on the ground, and himself sitting over him, so that Kirati 
(Parvati) could see a mole which Arjuna is credited to have on his back. 1 ^ 

In all the sculptural representations found at Chilainkur, Attirala, Pushpagiri and 
Animela it is £>iva who is the victim in the fight between Arjuna and 5>iva (Kirata). The story 
of Kirat&rjuniyam is represented in four or five stages at each place. In the final hand to hand 
fist fight Siva is shown fallen below beneath Arjuna and holding each other in firm hug. This 
is some what identical to the version of Bharavi's Kiratarjuniyam. When Kirata forcefully 
flies into the air, Arjuna catches hold of his feet with the intention of rapping him on the 
ground. Kirata shocked at this action of Arjuna, descends to the ground quickly and clasps 
Arjuna in a firm hug. On the other hand, there is no local traditional versions like that of 
Lepakshi and Halebid at these places. 


6 
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In the Agama.s\ Pasupatadanamurti is described as having four arms, three eyes and a 
jatamakuta on the head. He should stand in samahhanga and carry in his hands dhanus, 
hanas, parasu and mriga. Arjuna is to be shown standing to the right of Siva and Parvati to 
the left. Arjuna should be represented as standing and his hands held in the arijali pose. His 
head should be adorned with a jatamakuta and his person with all ornaments. 49 

The story of the Kiratarjuniyam is well depicted in four stages on a pillar of the 
mukhamandapa in the Agastyesvara temple at Chilamkur. In the first panel Siva and Parvati 
disguised as Kirata and his wife reaches the place where Arjuna is doing penance. Opposite 
to them Arjuna is shown standing holding a bow and arrow in his hands. Siva is also holding 
bow and arrow. A boar is shown in between the two which attracted the attention of both 
and finally led to a dispute between them. 

In the second panel Kirata and Arjuna are shown standing facing each other. They 
are aiming their arrows at the boar which lies in between them. Parvati stands to the right of 
Kirata. In the third panel Kirata and Arjuna are engaged in a serious hand to hand fight and 
fallen one above the other. Siva has fallen down and the Arjuna is rolling over him. Parvati 
stands at their feet looking on with her right hand raised up. She may be in the attitude of 
asking Siva and Arjuna to stop the fighting. Just above this, in the last panel the Pasupatadana¬ 
murti is shown. In this, Siva is shown with Parvati and both seated as in the Umasahitamurti 
form. Siva has four arms. Parvati seated to the right of Siva has two arms. To the left of 
Siva, Arjuna is kneeling down and keeps his hands in anjalimudra (Fig. 49 ) 

On the south face of the wide gala portion of the Parasuramesvara temple at^Attirala, 
the story of Kirdtarjunlyam is depicted. Here, in the first stage, Arjuna is represented as doing 
penance by standing on one leg. In the next, Arjuna and Siva are shown standing on either 
side facing each other. They are engaged in discharging arrows at each other holding bows and 
arrows in their hands. In the other, both are engaged in a hand to hand fight in which they 
have fallen one above the other. Siva is the victim as he is shown lying under Arjuna. In this, 
Siva can be identified easily with the help of the third eye on his fore head. 

The story of Kiratarjuniyam is depicted in four panels on the south wall of the 
garbhagriha of the Santanamallesvara temple at Pushpagiri. In the first, Arjuna is represented 
as doing penance with his right leg keeping firm on the ground while the left leg bent at the 
knee rests above the knee of the right leg. He keeps his two arms in anjalimudra on his chest 
and carries a bow on his left shoulder. In the second panel, Arjuna and Kirata (Siva) are 
shown standing on either side of the boar which lies dead with two arrows pierced through its 
body. Arjuna and Kirata are facing each other. Arjuna is standing to the right with his left 
leg bent and keeping forward while the right leg bent is placed behind. He holds a large bow 
poised with a majestic dignity in his left hand and the right hand raised upto the ear indicate 
that the arrow having been discharged already. Siva as Kirata standing to the left, has also 
drawn his bow and the artist suggests that both of them shot the animal at the same moment. 
Parvati stands behind Siva in the garb of a huntress. In the third panel, Arjuna and Siva are 
engaged in wrestling in which Siva is shown fallen on his back, his body lifted up from the 
waist upwards with the help of his left hand firmly planted on the ground. Arjuna is balanced 
above Siva, his left hand pinning down Siva to the ground holding him tight at his left 
shoulder just below his neck. His right hand is lifted high and bent at the elbow with a 
clenched fist. Siva’s right hand is stretched forward and is kept on the right shoulder of 
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Arjuna. Parvati is shown standing to the left of the combatants. She keeps one hand raised 
and bent at the elbow as though asking to stop the fighting. To the right of the combatants 
i.e,, near the feet of £>iva and Arjuna is a sage standing with his hands raised above his head 
in the attitude of expressing wonder at the victory of a devotee over the great god. 

In the last panel .Siva is shown standing in dvibhanga in the centre and has four arms. 
He holds Parasu in the upper right hand, trisula in the upper left and keeps the lower left 
hand in katihasta pose. With his lower right hand £>iva presents the arrow pasupata to Arjuna 
standing to his right. £>iva wears a jatdmakuta, makara and chakrakundalas, graiveyakas, 
yajhdpavita, channavlra, manimekhala buckled with simhamukha, purndruka and maUjlras . 
Arjuna stands on a pedestal with his right hand outstretched to receive the arrow pasupata. 
Arjuna is now clad in a princely dress with his bow, gandiva hanging on his left shoulder. 
A sage stands between Arjuna and 3iva with his right hand resting at kati and the left in 
vismaya pose. The sage is said to be either Indr a, who came in disguise to test his son Arjuna 
and advised him to worship S>iva or he may be Vyasa (Krishna-Dvaipayana) who appears first 
in the drama of Arjuna’s penance even before Indra’s advent and sends Arjuna to the 
Indrakila hill on his mission of penance. Parvati attired in her usual dress stands behind £>iva 
to his right holding a flower in the right hand and keeping the left hand hanging. She wears 
a karapdamakuta, chakrakundalas, graiveyakas and purndruka. 

On the north wall of the sanctum of the Sangamesvara temple at Animela, the story of 
Kiratarjuniyam is well depicted in seven stages. In the first stage, Vyasa is shown advising 
Arjuna to do penance for Indra. In the next scene Arjuua stands by the sideoflndra. Here 
Indra seems to have been advising Arjuna to direct his penance for £>iva. In the next 
stage Arjuna is doing penance by standing on his left leg and the right leg bent at the knee 
and resting over the knee of the left leg. He keeps his two hands raised apove his head and 
clasped in anjali. He is not adorned with the princely ornaments. Instead, he wears 
ardhoruka, garland of rudrakshas, etc. His bow, gap diva, is placed to his left vertically. 
Arjuna is represented as standing on a hilly place represented with stones and trees in the 
background. In the next stage the scene of confrontation between Arjuna and £>iva, who is 
disguised as Kirata, both claiming the boar is well depicted. Their standing postures 
indicate that they are engaged in a battle of words. Arjuna standing and facing Kirata, 
holds the bow in the left hand and raised the right hand in a challenging mood. Here 
he is adorned with kirita, arclhoruka and other ornaments. On the otherside Kirata is 
shown standing and challenging Arjuna. He has two arms and holds the bow in the left 
hand while the right hand is raised to challenge Arjuna. Kirata wears the head dress made 
of feathers, leaves as the lower garment and chakrakundalas. In between Kirata and 
Arjuna is the figure of a wild boar with an arrow pierced through its body. A sage 
stands behind Arjuna. Parvati dressed as a huntress stands behind £>iva. Parvati also 
wears leaves as the lower garment and holds a bow in her left hand. 

In the next stage Arjuna and Kirata are represented as engaged in a wrestling bout in 
which Kirata is shown as falling on the ground and Arjuna above him. Both hold each 
other without giving a favourable position to the rival. Arjuna and Kirata are dressed as 
in the previous case. Here Parvati disguised as Kirati stands to the back of Arjuna. To 
their right a sage is shown standing and keeping one hand in vismaya, expressing wonder at 
the victory of a devotee over his own master. In the last scene fliva is represented as 

6 * 
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Pasupatadananuirti. Here, Siva and Parvati are shown seated on Nandi, Siva has four 
arms and holds damaru in the upper left hand, trisu/a in the upper right hand and keeps 
the lower right hand in ahhaya. He presents the arrow Pasupata to Arjuna with his lower 
left hand. Parvati is shown seated behind him. Arjuna standing in front receives the 
auspicious weapon with his clasped hands (PI.29). 

KALARIMURTI 

Siva once got angry with Kala. the god of death and kicked him on his chest. 
The circumstances under which this happened are given in the pur a 11 as. The rishi Mrikandu 
was blessed with a son whose life was limited to sixteen years. He was called Markandeya. 
Markandeya grew up to be very intelligent boy. As an young boy. he was greatly devoted 
to the worship of 5>iva. His parents were very disconsolate as their son approached the end 
of his appointed time on earth. When the news of his short life reached his ears, 
Markandeya was unperturbed and spent all his time worshipping £>iva at all important 
places of pilgrimage. When the boy attained the age of sixteen, Kala or the god of death 
came to take away his life. But Markandeya caught hold of the linga with great devotion 
and faith in him. When Yama spread his noose to take away the life of the boy it spread 
also round the linga which the boy was embracing. At this juncture Siva burst out of the 
linga in great anger and administered a kick on the chest of Yama, which almost killed 
him. Yama came to his senses and realised that Markandeya was a great devotee of £>iva 
and went away. 3 iva then blessed Markandeya to be ever of sixteen years of age. £>iva in 
the act of chastising Yama is known as Kalarimurti. 

The description of Kalarimurti are given in all the Agamas. According to the 
Amsumadhhedagama , the image of Kalarimurti is to have its right foot placed upon a 
padmapitha and the left leg being lifted up so high as to reach the chest of the figure of 
Yama, over which the toe of £>iva should rest. The figure of Siva should have three 
eyes, lateral tusks, the jatamakuta adorning the head and four or eight arms. If the image 
has only four arms one of the right hands carrying a kula should be lifted up as far as 
the ear; the other right hand may carry the paraku or be held in the varada pose. The 
front left hand should be in the suchi pose. The upper left hand should be kept in the vismaya 
pose. If, however, the image of £>iva has eight arms, the right ones should bear in them 
sula, paraku, vajra and sword; in two of the left hands there should be kite taka and 
paka, while the two remaining hands should be held in the vismaya and suchi poses 
respectively. Kala, the god of death should be represented with two arms, with side tusks 
and a karandamakuta on his head. One of his hands should carry pas a and with this and 
the remaining hand he should be doing ahjali to Siva. He may also be looking up to Siva 
for his grace. 

The Kamikaganui supplements with the following description. The right leg of Siva 
should be shown in the act of kicking Yama and the left one should be placed on the ground. 
In the right hands of £>iva there should be kula and paraku and in one of the left hands 
nagapSka , while the remaining hand should be held in the suchi pose. The sula should be 
turned head downwards and piercing the neck of Yama. Kala is required to be represented 
as fallen down fainted with eyes filled with tears. According to another description in the 
Kamikagama, the figure of 3iva may be represented as rising from a linga, which 
Markandeya was worshipping and the figure of Yama fallen prostrate on the ground. 



Markandeya should be seated near the linga with flowers for offering and his features should 
indicate the fear due to the approach of death rather than happiness at the appearance oi 
£>iva for his rescue. 50 

An examble of Kalarimurti is found on the outer surface of the back wall of the 
grabhagriha of the Sant anamallesvara temple at Pushpagiri. In the first instance, this 
image looks more like Nataraja rather than Kalarimurti (P1.26). But it actually represents 
the latter aspect of £>iva. In this Siva is shown in a dancing pose. The right leg bent at the 
knee rests on the back of the fallen Yama and the left leg bent and slightly raised seems to be 
kicking Yama. £>iva has four arms of which the lower right hand carries the trisula with 
its head turned downwards, and the lower left hand held in suchi hast a. He holds paraku in 
the upper right hand and serpent in the upper left hand. His head is adorned with jatdmakuta. 
He wears makara and chakrakupdalas , graiveyakas, keyuras, yajndpavita and ardhoruka. 
Yama or the god of death has fallen helpless under the feet of £>iva. His head tilted slightly 
to his back looks upto £>iva for his grace. His crown has fallen and his hands carry a sword 
and a shield. He has side tusks and wears chakrakundalas, ardhoruka and other ornaments. 
The position of K ala here resemble Apasmarapurusha under the feet of Nataraja. To the 
right of'Siva is the figure of Markandeya standing with his two hands held in anjalimudra on 
his chest and looking up to the god in devotion and gratitude. This image is surrounded by 
a prahhamandala. This image bears a very close resemblance with the Kalarimurti, a stone 
image at Tiruchchengattangudi 51 and another image from the Muvar temple at 
Kodambatur. 5 - Among the paintings of Lepakshi, on the ceiling of the ardhamapdapa t 
Kalantaka is represented almost like Nataraja. Here also Kala (Yama) himself is made to 
look like Apasmarapurusha, on whom Sliva is dancing 5:1 

Another example of Kalarimurti is found on the north wall of the garbhagriha of 
the Saiigamesvara temple at Animela. In this £>iva is shown standing and has four arms. He 
carries paraku in the upper right hand, mriga in the upper left, trikula in the lower left 
with its head directed towards Kala standing to his lelt and keeps the lower right in 
ahhaya. Kala, the god of death standing to the left keeps his hands hanging down. The 
trisula of £>iva is aimed on his back. To the right of £>iva is Markapdeya, an young boy 
embracing the Sivalinga. 

VlRABHADRA 

An account of the origin of Virabhadra, a ferocious form of 5>iva, is given 
differently in the Kurmapurdna , Vardhapurdna and the Bhdgavatapurdna. r,i According to 
&riiatvanidhi the image of Vlrabhadramflrti should have four arms, three eyes and a terrific 
face with fierce side tusks. He should be wearing a Jatamakuta and a garland of skulls and 
should be standing on p&dukas. He should hold dhanus and gada in the left hands and 
khadga and baba in the right, hands. The figures of Daksha and Bhadrakali should also be ' 
shown on either side of the deity. The Karandgama states that the figure of Virabhadra 
should be shown with tusks protruding out of the mouth, jatas of fire emanating to the 
sides and as wearing a kapSlamd/a, naga-yajnbpuvita, a garland of bells, ornaments showing 
scorpians and short drawers as under wear. He should carry the khadga , the khetaka, 
the dhanus and the bana in his four hands. 55 

A stone image placed in the southern subshrine of the Mulasthanesvara temple 
agrees with the above description. In this £>i/ais shown standing in dvibhanga. He has 
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four arms and holds a sword and shield in the upper two hands, bow in the lower left hand 
while the lower right hand is raised and drawing the arrow from the quiver on the back ol 
his right shoulder. He has a terrific countenance with side tusks, bulging eyes and third 
eye on his fore head. He is adorned with jatamakuta, makarakundalas graiveyakas, 
udarabandha, yajndpavita, girdle buckled with simhamukha, muhdamala and purndruka, 
Daksha, man with goat head, is shown standing to the bottom right keeping his two hands 
in afljali mudra. 

The figure of Virabhadra, found on a pillar of the southern entrance mandapa of the 
Sangamesvara temple at Animela, is shown standing by keeping his legs wide and 
slightly bent at the knees. He has four arms and holds the khadga in the lower right hand, 
the khetaka in the lower left, the arrow in the upper right and the bow in the upper left. 
The figure of Daksha with a goat head stands to the bottom right of Virabhadra and keeps 
his two hands clasped in afljali. 

Another figure of Virabhadra on a pillar at the same place is represented as standing 
in dvibhanga. He has four arms and holds an arrow in the upper right hand, a bow in 
the upper left, khadga in the lower right, khataka in the lower left. The goat headed 
Daksha stands to the bottom right with his hands held in afljali mudra. Virabhadra has 
three eyes and wears jatamakuta , keyuras , graiveyakas , yajhdpavita, kapalamala, and 
purndruka. 


BHAIRAVA 


The Vishnudharmottara states that Bhairava should have a flabby belly, side tusks and 
wide nostrils. He should be wearing a garland of skulls. The Vatuka Bhairava form* 
according to the description in the Rupamandana, should have eight arms in six of which 
are to be khatyanga, pasa, hula , damaru, kapala and serpent; while one of the remaining 
hands should carry a piece of flesh and the other should be held in the abhaya pose 
By the side of Bhairava,^ there should be a dog. The Vatuka Bhairavakalpa states that 
Bhairava should carry hula, paha, damaru and kapala and be riding a dog 50 


There are seven examples of Bhairava images. On the north face of the wide 
gala portion of the Parasuramssvara temple at Attirala, the figure of Bhairava is shown 
standing with the left leg placed firm on the gr und and the right slightly bent at the knee 
suggesting movement. There is not any kind of clothing on the person of Siva not even 

on the waist zone. He has four arms, holding damaru in the upper right hand trihula in 
the upper left khadga in the lower right and kapala in the lower left The per’son o/sfiva 
is adorned with jatamandala, graiveyakas, yajHopavita, naga-katisutra and mundamala. 

, i °? exterior of the kakshdsana slabs of the sabhdmandapa of the Trikutesvarn 
temple at Pushpagiri, the figure of Bhairava is shown standing. * He is nude. He has fonr 
arms and carries damaru and trihula in the two upper hands, khadga and kapala in the 
lower two hands. On either side of Bhairava the figures of two dogi are represented. 

The figure of Bhairava found on the south wall » ; 

Bhlmesvara temple at Pushpagiri is also a standing and nude one 

IS shown as an young and handsome youth standing in tribhanga pose He has nn ■ h rava 
he wears makara and pa.raku^as a nm4ama ,a running befow' the pelvis!V nec"^.’ 
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The deity has four arms. The upper right and left hands carry damaru and trihula 
respectively. He holds khadga in the lower right hand and kapala in the lower left 
with human head or skull below it. To catch this head or fleshy skull two dogs are 
shown jumping one above the other. This scene is more natural. To the right of 
Bhairava is the figure of a demon seated with his head facing towards Bhairava 
and holds a khadga in one of his raised hands. 

On the wall portion of the sanctum of the Santanamallesvara temple at Pushpagiri, 
the figure of Bhairava is shown standing keeping the left leg firmly on the ground and the 
right leg slightly bent suggesting walking. This is a nude figure having four arms. He 
carries damaru in the upper right hand, trisula in the upper left hand, gada in the lower 
right and kapala in the lower left. He wears a jatamakuta with a few jatas spreading to 
the sides. He is adorned with graiveyakas , yajnopavita, udarabandha and a katisutra. The 
katisutra has a row of tinkling bells. To the left, a dog is shown seated on its hind legs 
looking towards the kap&la in the lower left hand of 3iva. On either side of £>iva there are 
two male figures keeping their hands in anjalimudra. 

The figure of Bhairava sculptured on a pillar of the Sangamesvara temple at 
Animela, stands in dvibhanga and has four arms. He holds damaru in the upper right 
hand, mriga in the upper left, khadga in the lower right and trihula in the lower left. 
The head of the trisula rests on his left shoulder. A sage standing to his left keeps one 
hand in vis may a pose. 

On another pillar in the same place S>iva is shown standing on padukas in tribhanga 
pose. This nude deity has four arms and holds trisula in the upper right hand, damaru in 
the upper left hand, khadga in the lower right and kapala in the lower left. A skull 
hangs from the lower side of the left hand. He is adorned with jatamakuta, kapdlamdla and 
other ornaments. There is a dog to the left raising its head to lick the fleshy skull. To his 
right stands a man holding some indistinct objects in his two hands. 

&AB.ABHES AMU RTI 

Once £>iva took the form of a mythical animal called ^arabha. The circumstances 
under which he was obliged to take this form are given as follows: Vishnu in Narasimhavatara 
did not abate his terrific attitude even after the destruction of Hiranyakasipu. It was causing 
much damage to the inhabitants of the world. When they approached £fiva, he promised 
them to help. He at once assumed ihe form of a 3arabha, an animal with two heads, two 
wings of resplendent beauty, eight legs of the lion with sharp claws, and a long tail; making 
dreadful noise 3arabha approached Narasimha, caught hold of him and tore him up; the skin 
of Narasimha, he wore as his garment and the head was worn on his chest or as some 
accounts have it, on his makuta as an ornament. Vishnu came to his proper senses and 
retired to his own abode, the Vaikuntha, after praising 3iva. £>iva came therefore to be 
known as ^arabhesamurti. 

^arabhesamiirti is described in the Kdmikdgama as follows: The body of $arabhesa 
should have two wings, two red eyes, four legs resembling those of the lion resting upon the 
ground and four others with sharp claws kept lifted upwards and an animal tail. The body 
above the loins should be that of a human being but having the face of lion with side tusks. 
S'arabhesa is to be shown as carrying with two of his legs Narasimha. The figure of 
Narasimha should be the ordinary form of a human being with the hands held in the ahja/j. 
pose. 57 



On the north wall of the garbhagriha of the Sangamesvara temple at 
Sarabhesamurti is represented with two bodies of a lion having four legs each, an< 
of a human being above the loins having two heads with the faces of lion (PI. 18). 
are adorned with kiritamakutas. He has eight arms holding the weapons like swor 
parasu, etc. Sculptures representing Sarabhesamurti are comparatively rare. Ho\ 
sculptures of this aspect of Siva are found on the prakara of the Mallikarjuna 
Srisailam and in Iravatesvara temple at Darasuram. 5s A bronze representation of t 
found in a Siva temple at Tribhuvanam But the Animela sculpture completely dev 
the two above referred representations in many ways. 

The Amkumadbheda, the Kamika and the Karana Again as, as also the l 
describe the Kankalamurti image as follows. The figure of the Kankalamurti sh 
standing one, with the left leg planted firmly on the ground and the right slightly 
kept a bit forward suggesting that the figure is in the act of moving. The head : 
ornamented with jatamakuta. His face should be beautiful and beaming with the f 
happiness and smiling. There should be yajhdpavita on his chest. Of the four 1 
lower right h nd should keep the bana —here the term bana seems to mean a shoi 
stick used in exciting the membrane of a sort of drum—while the lower left one she 
a d;um known by the name of dhakka. The upper right arm should be stretched oi 
hands held in the k at aka pose near the mouth of the deer and in the upper left han 
be the kankahidanda. The kankaladanda should be placed horizontally on the left : 
one end being held by the upper left hand. He should be wearing a pair of wooden 
The Kankafamurti should be surrounded by a number of women and the bhutagan 
senied variously as dancing, singing and in other attitudes. One of the bhutas should 
his head a large vessel for storing the food received in alms and be on the left of Sivt 
women who surround 3iva some should appear to be completely possessed of irre 
love for him, while still others serving in his vessel food ladled out from another 
spoon. Out of lust for Siva the clothes of the women should appear slipping dc 
loins. There should also be hosts of Rishis, Devas, Gandharvas, Siddhas and Vidj 
eveiy where around Siva, with arms crossed on the chest in anjali pose. 60 

On the wall portion of the garbhagriha of the Parasuramesvara temple at Atti 
image of Kankalamurti is sculptured. The figure of the Kankalamurti is a standing o 
the left leg planted firmly on the ground and the riaht slightly bent and kept a bit 
suggesting that the god is in the act of moving. He has four arms, feeds the mriga 
upper right hand and holds kanknladanda horizontally on the shoulders with the u] 
hand. He holds damaru with the lower left hand and beats on it with a stick held 
lower right hand. He wears jatamakuta and other ornaments. A dwarf holding a 
bowl on his head stands to the bottom left of Siva. A tree with its well spread b 
indicate the back ground as forest (Darukavana). To the left of the dwarf are two 
standing. The woman immediately to the left of the dwarf is ladling out food into tbu 
held by the dwarf by means of ladle, Her sari has slipped down her thighs and only 
end is seen lying across her legs leaving the body and breast absolutely bare. Another 
standing to the left keeps her two arms over head clasped in anjali, Her sari is also 
slipping down the loins, but she did not care for it while she is in adoration of the god, 
other women standing to the right of the god also have their saries slipping down tf 
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and trying to keep them up but in vain. All the women appear to be completely possessed of 
irrepressible love for 3iva. Out of lust for him the saris of the women are slipping down their 
loins. The sculptor has succeeded in depicting the story true to its facts and the women in 
graceful attitudes. 

Another example of Kankajamurti is found on the back wall of the garbhagriha of the 
Santanamallesvara shrine at Pushpagiri (PI. 19). Here the god is shown standing on padukas 
with the left leg firm on the ground and the right leg slightly bent suggesting movement. He 
has four arms, feeds the mrigd with the upper right hand and holds kankdladarida horizon¬ 
tally on the shoulders with the upper left hand. He holds dhakka with the lower left hand 
and excites its membrane with a curved stick held in the lower right hand. His jatas are 
secured in a knot above his head and he weares makarakundalas hanging down to the shoul¬ 
ders. The other ornaments that adorn the person of Siva are graiveyakas, yajndpavita , 
ehannavira and girdle. He is clad in ardhoruka. To the bottom left of 3iva is a dwarf 
standing and holds a begging bowl on his head. To the left of the dwarf are two women 
standing. The women immediately to the left of the dwarf is ladling out rice into the vessel 
held by the dwarf by means of a ladle. As required by the story the entire sari has slipped 
down her thighs and only the top end is seen lying across her legs leaving the body and breast 
absolutely bare. Her left hand is bent at the elbow across her stomach, the fingers stretched 
forward, the tips of nails almost touching the edge of the sari. But she does not even try to 
hold it up because she knows that it is useless to do so unless she drops the ladle in the other 
hand and tries to dress herself. Her gracefully bent head looks neither at £>iva nor at the 
dwarf but just at the big vessel on the dwarf’s head. The cloth worn by the other women is 
shown slipping down. The women are adorned with jewels and are graceful in appearance. 

BHIKSH AT AN AM OR TI 

Accordirg to the Agamas the image of Bhikshatanamurti should be standing with th# 
left leg planted firmly on the ground and the right leg slightly bent suggesting walking. He 
should carry damaru in the upper right hand, trikula in the upper left, bdna or a short stick 
used in exciting the membrane of a sort of drum in the lower right hand and kapala in the 
lower left hand. The head may have the jatas dishevelled ( jatabhara ) or arranged in the form 
of a circle ( jat&mandala ) with the crescent moon in it. There should not be any clothing in 
the body instead there should be a snake tied round the waist. In this aspect he should not 
carry the kankdladatida, but in its place there should be sula decorated with a lot of peacock 
feathers. There should be a pair of wooden sandals on his feet, Sometimes it may be 
omitted also. As usual 3iva should have three eyes. 01 

An example of Bhikshatanamurti is found on the north wall of the garbhagriha of 
the Santanamallesvara temple at Pushpagiri. 3iva as Bhikshatanamurti is shown standing 
and he has two arms only. He carries a kapala in the left hand and a gada in the right 
hand. The bulb of the gada rests on the ground. His head is adorned with a jatamandala 
and the body is decked with graiveyakas , ehannavira , yajndpavita, katisutra and a 
mundamdhi 

In another example found on the wall of the Chennakesava temple at the same place* 
Sliva stands in dvibhanga, holding paraku in the upper right hand, mriga in the upper left, 

7 
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keeping the lower right on the begging bowl of the dwarf, who stands to his right and the 
lower left out-stretched to receive alms from a woman who stands to his left (PI.32). 
To the extreme right of Siva is Vishnu standing in samabhanga holding chakra and 
sank ha in the upper right and left hanrS respectively and a vessel in the two lower 
hands. To the bottom left of Siva is ^Brahma seated. Two women stand to the left of 
Siva. This is a unique example of Bhikshatanamurti form of Siva. Here, Bhairava 
possessing the sin of Brahma-Aafya, on the advice of Brahma, visited the abode of 
Vishnu, and added one more sin of Bmhma-hatya by killing Vishvaksena, the gate 
keeper. In this example, Vishnu is shown offering food to the Bhairava or 
Bhikshatanamurti. 

On a pillar of the southern entrance mandapa of the Sangamesvara temple at 
Animela, Siva is represented as in movement by keeping the left leg firm on the ground 
and the right leg slightly bent and raising with its toe still on the ground. The deity 
has four arms out of which he carries damaru and trisula in the upper right and left hands 
respectively. He feeds a mriga standing on its fore legs to the bottom right with his lower 
right hand; while in the lower left hand he keeps kapala. He is adorned with jatamakuta, 
makara and chakrakundalas, graiveyakas, channavira, girdle and ardhbruka. To the bottom 
left of Siva is the dwarf standing and holding a begging bowl on his head. 




OTHER DEITIES 


KUMARA 

The images of Kumara may be shown as standing, or seated, or riding the 
peacock and with two, four, six, eight, or twelve arms, He may also be shown with one or 
two Devis. 02 

One of the earliest examples of Kumara in the Cuddapah district is found in the 
Mopuru Bhairavesvara temple near Nalla Chejuvu Palle. This image belongs to eighth-ninth 
century A.D In this Kumara is represented as standing in samabhanga. He has two arms 
and holds kakti in the right hand and keeps the left hand hanging down. He is adorned with 
a kiritamakuta, makarakundalas, channavira, yajfiopavita, mekhala and ardhoruka. His mount, 
the peacock is shown behind facing right and a kukkuta-dhvaja to his left. 

In another example, found at Pushpagiri, Kumara is shown seated on His peacock with 
His right leg hanging down and the left leg folded and resting on the seat. He has six heads, all 
wearing kiritamakutas. His person is adorned with channavira, yajhdpavita, udarabandha t 
ardhoruka , etc. He has twelve arms. The lower right and left hands are in abhaya and 
Varada poses respectively. The remaining right arms carry sakti, gada, arrow, ankusa and 
khadga. The five left hands carry a bow, cock, sarpa, danda and one not clear. 

Another example of Kartikeya as Devisahitamurti is found at the same place. In this 
Kartikeya is shown standing and embracing his consort Vail I. He has four arms, of which 
the upper arms carry an arrow and bow. The lower right hand is in the abhaya mudra and 
the lower left embraces Devi and rests on her left shoulder. Here Vail! has two arms one 
embracing her lord round his waist and the left one hanging down. To the back, His mount 
peacock is shown facing right. 

An example of the figure of Kartikeya is found on the adhishthana of the mandapa 
in front of the Chennakesava group of temples. Here the youthful figure of Kartikeya is 
shown riding on his vahana, the peacock. He has two arms and a single face. He carries 
sword in one hand. He is crowned by a kiritamakuta and wears several other ornaments. 

On a pillar of the porch of the northern gopura of the Sangamesvara temple a- 
Animela, the figure of Shanmukha is represented as riding on his v&hana, the peacock. 
The deity has three heads, and four arms. He holds tanka in the upper right hand, vajra in 
the upper left, keeps the lower right in abhaya and the lower left in varada. All the heads 
of Shanmukha are adorned with kiritamakutas and his body with the usual ornaments. 
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SI' RY A 

According to the Amsumadbhedagama and the Suprabhedagama the image of th 
Surya or Sun god should be represented with two arms each holding a lotus. The hand 
should be so held up as to make the fists holding the lotuses reach the level of the shoulders 
His head should be graced with a karandamakuta and surrounded by a prabhamandala 
He should wear a pair of ruby ear-rings, a hara and yajnopavita. The figure of Surya shoul< 
be made to stand on a padmapitha by itself or should be placed in a hexagonal chario 
with a single wheel drawn by seven horses and be shown to be driven by the lame Aruiia. 
On the right side of Surya there should stand Usha; and on the left, Pratyusha. Tli< 
Silparatna assigns Mandala and Pingala as the two guardians of Surya standing on eithej 
side. 03 

The Matsyapurana states that Surya's two attendants are to be Danda anc 
Pingala with swords in their hands. He has a girdle called paliyangaA 4 

An image of Surya is found in the Indranathesvara temple at Pushpagiri. This is the 
standing image of Surya as samapddasthanakamurti. There is a prabhamandala round the 
image. The deity is adorned with kiritamakuta, chatmavira, yajhdpavita , udarabandha, 
ardhoruka, etc. He has two arms holding lotus flowers. On either side of Surya and on the 
lower parts of the prabhamandala there are two female figures Usha and Pratyusha holding 
bows and arrows in their two hands. 

In the pillared cloister of the Vaidyanathasvami temple at Pushpagiri, an image of 
Surya is found. In this surya stands erect in graceful dignity on a pedestal on which is 
carved a tiny chariot, driven by seven horses. The deity holds lotuses in his two hands* 
Surya here does not wear shoes. The person of Surya is adorned with kiritamakuta , 
and a prabhamandala round his head. He wears cha mavira, yajnopavita, udarabandha , 
manimekhala and ardhoruka. On his two sides he is flanked by Usha and Pratynsha. Usha 
holds a lotus in the left hand and keeps the other in lambahasta pose. Pratyusha holds a 
lotus in her right hand and keeps the other in lambahasta pose. 

In another example, found on the pillar of the mahamandapa of the Ranganatha 
temple at Gandikota, the figure of Surya or the Sun god is shown standing erect and 
has two arms. He holds a lotus in each of his two hands, which are raised up and held 
touching the shoulders. There is a prabhamandala round his head. He wears kiritamakuta, 
channavira, yajnopavita and purnoruka. 

MAN MATH A 

The image of Manmatha, the god of love, according to S'ilparatna, should be 
made to carry a bow of sugar cane in the left hand and to hold in the right hand five 
flowery arrows. Vasanta should be standing on one side of Manmatha as his friend. On the 
other side of Manmatha there should be the figure of his flag-bearer having the face of 
a horse carrying the makara banner. This flag bearer is looked upon as the producer of 
the erotic feelings. Besides these two companions, there should be his two goddesses Pfiil 
and Rati on the right and left of Manmatha. 05 
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On a pillar of the mukhamndapa of the Agastyesvara temple at Chilamkur, Manmathg 
stands in tribhanga and holds a flower in his right hand and a sugar cane along with it< 
leaves in the left hand. He wears kiritamakuta. prabhdmandala round his head, channavira 
yajndpavita, udarabandha and ardhoruka. In this example his companions and his twc 
goddesses are absent. (PI. 46). 

On another pillar at the same place the image of Manmatha is shown standing in 
the centre with three graceful bends in his body. He holds sugar cane as the bow in his left 
hand and a flower with long stalk in the right as the arrow. He is adorned with ail the 
ornaments. To the right, Rati, his consort is also represented as standing with three 
graceful bend’s in her body, and holds a lotus in her left hand and keeps the right arm 
hanging down in lolahasta pose. To the left of Manmatha stands his friend Yasanta. 

On the back wall of the Chennakesava temple at Pushpagiri, the figure of Manmatha 
is sculptured as standing in dvibhanga. The left hand of Manmatha holds a sugar cane as 
his bow while the right hand holds a flower with a long stalk as his arrow. He wears 
kiritamakuta, ardhoruka, yajndpavita and udarabandha. To the right, his consort Rati is 
shown standing. 



FEMALE DEITIES 


LAKSHMl 

The Hlparatna describes that the image of Lakshmi, the chief consort of Vishnu* 
should have only two arms when she is by the side of Vishnu. But when she is represented 
separately she should have four arms and be seated upon a lotus of eight petals placed 
upon a simhdsa.ua. She, when represented with two arms, should hold a bilva fruit in the right 
hand and a lotus in the left. When she is shown with four arms, she should hold a lotus 
vith a long stalk and bilva fruit in the two right hands and an amritaghata (a pot containing 
imbrosia) and a hahkha in the two left hands. She may be attended by two maidens who 
ire waving the ch&maras near her. 66 

According to p&Hcharatr&gama , Lakshmi should have four arms and be seated in 
admtisana or cross legged on a lotus. She should hold a lotus in each of the two upper 
ands while the two lower hands should be held in the abhaya and varada poses 
espectively. 67 

On the south wall of the antarala of the Chennakesava temple at Pushpagiri, the 
gure of Lakshmi is shown standing with two graceful bends in her body. She has two 
rms and holds a lotus in her right hand and keeps the left hanging down in lolabasia 
ose. She wears kiritamakuta with a prabhamandala round her head, graiveyakas, 
atiimekhala and purnbruka. To the left of Devi stands a man and a woman. The man 
;eps his right hand in suchihasta pose pointing towards the Dsvi and the left hand in 
nihasta pose. The woman holds a ch&mara in her right hand and keeps the left hand 
i her k ati. 

Another example found on the north wall of the antarala of the Santanamallesvara 
mple at Pushpagiri, the figure of Lakshmi is shown standing gracefully in dvibhanga. 
le image is provided with a prabhamandala. She has two arms and holds a lotus in the 
jht hand and keeps the left hand hanging i.e., in lolahasta pose. She wears kiritamakuta , 
irnoruka and the other usual ornaments. 

The image of Lakshmi found in the Devi shrine by the side of Chennakesava 
nple at Pushpagiri, the goddess Lakshmi is shown seated in padmasana on a high 
destal and has four arms. She holds a lotus in each of the two upper hands, keeps 
: lower right in abhaya and the lower left in varada. She is graceful and adorned with 
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kiritam&kuta, chakrakupdalas, graiveyakas, kuchabandha, purnbruka and anklets. The 
image is surrounded by a prabhamandala decorated with creeper design and simhamukha 
at the top. 

On a pillar of the mahdmandapa of the Kedandarama temple at Vontimftta, 
Lakshml is shown seated cross legged, and has four arms. She holds two lotuses in the twd 
upper hands and keeps the lower right in abhaya and the lower left left in varada. She 
is adorned with kiritamakuta, necklaces, kuchabandha and purnbruka. 

In another example, found on a pillar of the Madhavaraya temple at Gandikota, 
the figure of Lakshml is shown seated cross legged on a lotus. The goddess has four 
arms. She carries lotus in each of the two upper hands, keeps the lower right hand in 
abhaya and the lower left hand in varada. The person of Lakshml is graced with kirita¬ 
makuta, chakrakupdalas, channavira, kuchabandha , and purnoraka. 

PARVATI 

According to the Uttara-Kamikagama, Parvati should have four arms and three eyes. 
She should carry pnsa and ankuka in the two upper hands and keep the lower hands in 
abhaya and varada poses. 68 

In an example, found on the south wall of the antardla of the Chennakesava 
temple at Pushpagiri, the goddess is shown seated cross legged. The deity holds ankusa in the 
upper right hand, pasa in the upper left, keeps the lower right in abhaya and the lower left 
rests on her left leg. She is adorned with kiritamakuta, chakrakundalas, graiveyakas , mekhala 
and purnbruka. 

On the wall portion of the garbhagriha of the Sangamesvara temple at Animela, the 
figure of Devi is shown seated cross legged on the padmapitha. She has two arms and the left 
hand rests on the left knee and keeps the right hand in jnanamudra. The hair is arranged in 
the form of a knot on the top of her head and wears chakrakundalas, channavira, garland of 
rudrakshas and purnbruka. To her left a female figure is shown keeping one of her hands in 
vismaya pose. 

On the north wall of the garbhagriha of the Santanamallesvara temple, Devi is shown 
dancing. There are two examples of Devi in dancing posture, in the first example, Devi is 
shown dancing by keeping her bent left leg on the ground while right leg bent and raised to 
the level of her left knee. She has four arms and keeps the two lower hands in anjalimudra, 
while carries trisula in the upper right hand, and damaru in the upper left hand. She is 
adorned with a jatamakutu channavira and other hara, ardhoruka and anklets. There is a 
prabhamandala round her head. To the left there is a male figure shorter than the Devi and 
keeps his hands in arljali. 

In the second example Devi is represented as dancing with her right leg bent and placed 
on the ground and the left leg bent and raised above the right knee. She wears a jatamakuta , 
purnbruka, graiveyakas and hara. She has four arms. She keeps the lower right hand in 
abhaya, the lower left raised straight ( pataka hasta), holds damaru in the upper right, and 
sarpa in the upper left hand. There are two male figures standing on either side of Devi 
keeping their hands in atijali muclra. 

DURGA 

The goddess Durga may have four, eight or more arms. She should hold chakra in the 
upper right hand, hahkha in the upper left and keep the lower right in abhaya and the lower 
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left in kataka pose. The image of Durga should be made to stand erect upon a padmasana , 
or on the head of a buffalo or be seated on the back of a lion. Tn Suprabhedagama she is said 
to be the dear younger sister of Vishnu and as emerged from Adisakti. It is also stated that 
the deity may have either eight or four arms; and when she has eight arms, they have to carry 
the sahkha, chakra, sula , dhanus, bana, khadga and pasaP 9 

An Image of Durga is found in the Indranathesvara temple at Pushpagiri. Here, 
Durga, standing in samabhanga , wears kiritamakuta, necklace, a long chain of beeds, 
kuchabandha, purnbruka, mekhala with tinkling bells, etc. She has four arms. The two upper 
hands hold chakra and sahkha. She carries, gada in the lower left hand and keeps the lower 
right hand in lolahasta pose holding a round object. 

In an example found at Pushpagiri, the goddess Durga is shown standing in tribhanga 
on the head of a buffalo. She wears kiritamakuta , channavira, kuchabandha, anklets and 
prabhdmandala round her head. She has four harms carrying trisula in the upper right hand 
sahkha in the upper left, khadga in the lower right and khetaka in the lower left. 

In another example found on the north wall of the garbhdgriha of the Santanamallesvara 
temple at Pushpagiri, the figure of Durga is shown standing in samabhanga with a 
prabhdmandala round the image. She is adorned with a kiritamakuta, channavira, ardhoruka, 
and other ornaments. She has four arms and holds chakra in the upper right hand, hahkh a 
in the upper left, keeps the lower right hand in abhaya and lower left in katihasta pose. A lion 
is shown standing behind the Devi. 

MAHISHASU.RAMARDI Nf 

The Amdrakbsa tells that Mahishasuramardini is a form of Parvati. The Mahabhdrata 
and the Harivamsa refers to her as the beloved sister of Krishna (an incarnation of Vishnu) 
and the daughter of Yasoda. In the MatsyapurQna, she is described as being born out of the 
union of three goddesses, while as the Markandeya purdna says, she is made up of the 
essence of all the gods. All the above works tell us that she is very fond of wine, flesh and 
wears mundamdla, vpaghracharma and holds a khatyanga. She was assigned the function of 
destroying demons like Mahisha, Chanda, Kumbha, Nisumbha, etc. 70 

The S'ilparatna gives the following description of the Mahishasuramardini image. The 
deity should be sculptured as standing in tribhanga and have three eyes, high breasts and a 
slender waist. She should have ten arms and hold trisula, khadga , sakti, chakra and a stringed 
bow in the right hand, and pasa, ankusa, khetaka , parahu and bell in the left hands. She 
should be adorned with a jatamakuta tucked with the digit of the moon. At her feet should 
lie buffalo with its head cut off and with blood gushing from its neck. From within this neck 
should be visible the half emerged real Asura bound down by the nagapasa of the Devi. The 
Asura should be made to carry a sword and a shield, although the Devi had already plunged 
the trihula into his neck and he is bleeding profusely. The right leg of the Devi should be 
placed on the back of her loin and her left leg should touch the buffalo body of Mahishasura. 7 ' 

A loose sculpture of Mahishasuramardini is noticed within the mukhamandapa of the 
Mopuru Bhairavesvara temple near Nallachejuvupalle. In this the Devi is shown standing 
with her legs parted. Her right leg is placed on the ground while the left is lifted to rest on 
the back of the buffalodemon, pressing him down into a sitting position, as she effortlessly 
drives her trihula into the neck of the Buffalo. She has eight arms and holds trihiila in the 
two lower hands, chakra and sahkha in the upper two arms, sword and shield, bow and 
arrow in the other four arms. She wears jatamakuta and other ornaments. 
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The image of Mahishasuramardn!, found in the Mulasthansevara temple at 
Pottapi is well carved with full details but in a miniature size (PI 24.). Here Devi is shown 
standing on the right leg keeping firm on the ground while the left leg bent at the knee 
keeps on the neck of the buffalo. The demon is represented in the form of a buffalo standing 
on its fore legs and appears helpless. Her stance is extremely graceful and very attractive. She 
has eight arms. With the left hand she holds the back turned head of the buffalo while the 
lower right hand drives trisula into its back. She holds arrow, sword and chakra in the 
remaining three right hands, and bow, shield and sankha in the other left hands. She is 
adorned with kiritamakuta, makara and chakrakundalas, necklace, manimekhala and purndruka. 
The goddess is shown as a young lady blooming with youth. Her limbs are well formed, her 
breasts are full, round and firm. The waist is slim; the curve from here becomes expansive as 
it travels downward, growing in size towards the posteriors. Her legs are finely shaped. To 
the right of the goddess is her lion vehicle. 

In another example, found on the wall portion of the Bhimesvara temple at Pushpagiri, 
the figure of Durga is shown standing on the fallen Mahishasura by keeping one leg on its 
head and the other on its legs. She wears kiritamakuta, kuchabandha, channavira, ardhorukas 
etc. She has eight arms of which some carry chakra, khadga, arrow, shield, one in s 
katy aval ambit a pose. The objects in the other hands are not clear. 

On the south wall of the antarala of the Chennakesava temple at Pushpagiri, the figure 
of Devi is shown standing on the back of Mahishasura in a dancing pose with the right leg 
bent and placed on his back while the left leg stamps on his back (PI. 21). She has four hands 
and holds chakra in the upper hands, sankha in the upper left, and trisula in the lower right 
hand with its head downwards ready to thrust into the body of the demon. The lower left 
hand thrusts khadga into the mouth of the Mahishasura. The goddess is adorned with 
kiritamakuta , chakrakundalas, graiveyakas, kuchabandha and purndruka. Here the demon 
Mahishasura is represented as a man with the head of a buffalo. He has two arms and holds 
a sword in his right hand. This image is in close resemblance with the Kalarimurti form of 
Siva cited elsewhere. 

On a pillar of the porch of the northern gdpura of the Sangamesvara temple at 
Animela, Durga is shown standing with the right leg bent and resting on the back of the 
Buffalo and the left leg placed on the ground (PI. 22). The goddess has four arms. With the 
lower left hand she holds the head of the demon Mahishasura coming out from the severed 
neck of the buffalo. She holds a sword in the lower right hand raised as high as her head and 
ready to attack the demon. In the upper right and left hands she carries chakra and sankha . 
To the right and at the bottom her vahanci , the lion, is represented. The figure of the Devi is 
adorned with kiritamakuta , channavira, graiveyakas, kuchabandha and purndruka. 
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SCULPTURES FROM RAMAYANA, MAHABHARATA, 
BHAGAVATA AND OTHER PURANAS 

RAMA AND LAKSHMANA PROTECTING THE YAGA PERFORMED BY VISVAMITRA 

This theme is beautifully depicted on the north wall of the garbhagriha of the 
Chennakesava temple at Pushpagiri. In this, the great sage Visvamitra is shown seated on a 
pedestal with his left leg folded and resting on the seat and the right leg bent and held in the 
utkutjka pose, in front of the sacrificial fire. He offers something like ajya with his right hand 
and keeps the left hand on the left knee. To the right of the sage, two young princes 
griRama and Lakshmana are shown standing. They wear kiritamakutas and other princely 
ornaments. Both Rama and Lakshmana hold each a bow in their left hands and arrows in 
their right hands. They are protecting the yaga performed by Visvamitra. 

SlTA-RAMA KALYANA (P1.45) 

This theme is depicted on the north wall of the same temple. Here 3ri Rama stands in 
the middle with a slight bend in the right leg and keeping the left leg firm on the ground . 
He is adorned with all the ornaments of a bride groom. He holds the right hand of Sita with 
his left hand in the panigrahana ceremony. Sita attired in beautiful ornaments stands to the 
left of Rama. She keeps the left hand hanging down. King Janaka, standing to the right of 
Rama, holds a water vessel in his two hands pouring the holy water into the right hand of 
Rama which is out stretched by him. At the bottom, below the palm of the right hand of 
Rama is a dwarf holding a vessel on his head to receive the holy water from the hand of 
Rama. 

KING DASARATHA REPENTS : CAUSE FOR HIS GRIEF IN OLD AGE 

On the adhishthana of the Umamahesvara shrine at Pushpagiri the cause for the grief 
of the Dasaratha in his old age is well depicted. A young man called Shavana is shown 
carrying his blind and aged father and mother, the devoted son is shown taking water in two 
carriers from a water pond. When he was thus taking water from the pond an arrow struck 
him and pierced through his body. The young man is represented here with an arrow 
pierced through his body and holding two water carriers in his two hands. King Dasaratha 
is shown aiming his arrow in the direction from which he heard the sound of an elephant 
made by it while taking water. Actually the sound was the result of taking water into the 
carriers by the young man. 
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THE EPISODE OF THE GOLDEN DEER 

On the adhishthana of the man dap a in front of the Chennakesava group of temples, 
the episode of the golden deer and Sita is depicted in two panels. In the first one, Sita is 
shown seated on a pedestal. She has two arms and holds a lotus in the right hand and keep s 
the left hand on her leg. The figure of Lakshmana is shown standing to her left and holds the 
bow and arrow in his two hands. To the right of Sita is Rama attacking the golden deer 
shown running in front of him. He holds the bow and arrow in his two hands aiming at 
the deer. 

In the second panel, Sita is shown asking Rama for the golden deer. To their left, 
Lakshmana is represented as standing and carrying bow and arrow in his two hands. Next to 
this scene Rama is shown aiming his arrow at the golden deer which runs in front of him by 
turning its head back. 

ABDUCTION OF SITA BY RAVAIJA AND ATTACK OF J AT A YU 

On the same adhishthana , the episode of the abduction of Sita by Ravana and attack 
of J at ay u is well represented. In this panel Sita is shown seated on a charriot drawn by 
horses with a charioteer. To the left of this chariot is Ravapa represented with three heads 
and ten arms. Instead of ten heads, Ravana has only three heads. He carries sword, trisula, 
gada, etc., in his hands. He is attacking a huge bird called Jatayu standing in front of the 
chariot and obstructing the movement of the chariot. 

VALI AND SUGRIVA 

On the same adhishthana, Vali and Sugriva are shown as engaged in a serious 
wrestling bout. To their right Rama and Lakshmana are standing and seems to be looking 
for an opportunity to kill Vali the brother of Sugriva. They are holding bows and arrows 
in their hands as usual. 

On a pillar of the mahdmandapa of the Ranganatha temple at Gandikota, Vali the 
king of the Kishkinda is shown engaged in a hand to hand fight with his brother Sugriva. 
Both Vali and Sugriva are represented as men having monkey faces and tails. 

EPISODE OF ANJANEYA DEPUTED IN SEARCH OF SITA 

On the adhishthana of the mukhamandapa of the Chennakesava group of temples 
at Pushpagiri, there are two panels from the Ramayana in which Rama gives his anguliya 
as a mark of identification to Anjaneya when he was deputed to search for Sita and 
in the next scene Anjaneya, after finding Sita in the Asokavana, receives another anguliya 
from Sita. In the first panel Rama standing in dvibhanga, holds the bow in the left hand 
and the arrow in the right hand. He is dressed like a sage in accordance with the description 
in RamAyana regarding the dress of Rama, Sita and Lakshmana while they were in forests 
during arunyavasa. The hair is arranged like a knot on the top of his head. He wears 
yajnbpavita. To the left of Rama is the figure of Anjaneya standing with his two hands 
held in anjali mudra. In the next panel, Sita is shown seated under a tree and with the 
right hand she gives an object (augidiya) to Anjaneya. Anjaneya standing to her right 
stretches his two hands to receive the object from Sita. 

VIBHISHANA JOINS RAMA 

In this panel in which Vibhlshaiia joins Rama is very well depicted on the Santana- 
mallesvara temple at Pushpagiri. Rama is shown seated on a stool with his left leg 
hanging down while the right leg bent and rests on the left leg. He keeps his right hand in 
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Vydkyana mudra and keeps the left hand on the bent left leg. To the left of Rama is the 
figure of Anjaneya standing on a pedestal. Just to the left of Anjaneya is the figure of 
Vibhishaiya, the brother of Ravana He is graced with ornaments of a king. He keeps his 
two hands in anjali mudra. Towards the right of Rama stands Lakshmana in tribhanga 
keeping his right hand on the bent waist or kati and a bow in the left hand. 

THE EPISODE OF SANJIVINI 

On a pillar of the mahdmandapa of the Kodandarama temple at Voritimitta, the exploit 
of Anjaneya in bringing Sanjivini to infuse new life to Lakshmana is depicted. Anjaneya is 
shown giving Sanjivini leaves to Rama to bring consciousness to Lakshmana. In this panel, 
a Rishi is shown seated under a tree. In front of the sage stands Anjaneya keeping his two 
hands in adoration. It seems that the sage is advising Anjaneya to give Sanjivini to 
Lakshmana. In the next scene Lakshmaija is shown lying unconscious keeping his head on 
the legs of seated Rama. Anjaneya standing in front is giving Sanjivini leaves to Rama. In 
the next scene Lakshmana is shown standing erect. Rama is shown embracing Anjaneya who 
stands to his left (PI. 48). 

PANELS FROM MAHABHARATA 

Several sculptures from Mahabharata are depicted on the pillars, walls of the temples, 
etc. The story of Kiralarjuniyam described under Pasupathadanamurti aspect of ^iva, Krishna 
riding the chariot of Arjuna during the great war, and other such panels from Mahabharata 
are well depicted. 

KRISHNA TS GITOPADESAMURT1 72 

This sculpture is found on the south wall of the garbhagriha of the Santanamallesvara 
temple at Pushpagiri (PI. 8). Here, Krishna is shown seated on a pitha with his right leg bent 
at the knee and resting on the seat, while the left one is kept bent in the utkutikasana posture 
He has four arms and holds chakra in the upper right hand, sahkha in the upper left, keeps 
the lower right hand bent at the elbow in suchi hasta pose pointing towards Arjuna who 
stands to his left and the lower left hand stretched forward rests on the left knee. He is 
adorned with akiritamakuta, chakrakundalas, graiveyakas, yajnopavita, girdle and purnoruka. 
His head is slightly tilted towards Arjuna. Arjuna stands to the left of Krishna in 
samapadathQnaka attitude and looking towards Krishna. He keeps his two hands in anjali 
mudra on his chest. A bow hangs on his left shoulder and a quiver on the back of his right 
shoulder. He wears kiritamakuta, chakrakundalas, graiveyakas and purnoruka. 

Another panel from BhdgQvata, found on the southern wall of the Chennakesava 
temple at Pushpagiri is the churning of the milk ocean by Danavas and Devatas. Krishna 
and his exploits from his child hood are described earlier. 
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LAKULIS'A 

The S'ivapurana and the Kurmapur&na furnish a list of twenty-eight avatQras of 3iva 
called yogacharyas, the last of these being the great guru Lakulisa or Nakulida. 73 Lakulisa, 
the systematiser of the Pasupata Saiva cult, is said to have been born at Kayavarohana 
(Karvan in Gup rat) some time between A.D. 75 and 125. 74 The Pasupata school of ^aivism 
attained predominant position during the Kakatfya period and spread into the Cuddapah 
region also. Pushpagiri was an important centre of Pasupata £>aivism. 

An image of Lakulisa is noticed at Pushpagiri and now placed in the pillared cloister 
of the Vaidyanathasvami temple (PI. 23). In this example, Lakulisa is shown seated cross 
legged on a pedestal He has four arms and carries akshamdla in the upper right hand, palm 
leaves in the upper left hand, danda coiled by a serpent in the lower left hand and a bowl 
in the lower right hand which rests on his right leg. The hair on his head is arranged in 
honey suckle design. 

DEVOTEES 

Images of devotees or bhaktas are found in the Mopuru Bhairavesvara temple at 
Nallacheuivupalle and also at Pushpagiri. 

The image of a female devotee, found in the Mopuru Bhairavesvara temple, is shown 
seated cross legged and keeping her two hands in arljali mudra. Her half closed eyes 
indicate that she is in deep meditation. The hair on her head is dressed and tied to the 
right in the bun shape. She wears chakrakundalas , necklace and a hara. On another slab 
at the same place the figures of a male and a female embracing each other are very 
beautifully represented. Their half closed eyes indicate that they are in meditation. 

A COUPLE WITH AN ATTENDANT 

On the back wall of the SantanamallSsvara temple, the figures of a male and a 
female are beautifully sculptured (PI.25.) They are characterised as an hunter and a 
hentress. The male figure standing to the right has two arms and holds bow and arrows in 
the right hand and with the left hand embraces his love standing to his left. He is provided 
with well built body dressed with ardhomka , chakrauridalas, etc. He has a beard and 
moustache. The hair on his head is knotted together on the right. The female figure is 
also attractive. The sculptor succeeded in depicting the feminine beauty by giving her 
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long legs, stout thighs, broad hips, slim waist, well developed bust and round face She 
stands on her right leg while the left leg bent at the knee rests on the legs of another seated 
male figure to her left. She is clad in ardhoruka. She wears chakrakundalas, necklace and a 
long hara of beeds. The hair on her head is combed and knotted to right. She has two 
arms and holds bow and arrows in her left hand. As she is standing on one leg, she 
balances herself by embracing her lover with her right hand on his shoulders. The man to 
her left is shown seated by keeping one leg above the other. He has also a beard, 
moustache, chakrakundalas, armlets, etc. He holds the left foot of the female figure that 
rests on his legs with his left hand waile his right hand holding an arrow like object is 
shown either painting her foot or removing a thorn. The figure of a dog is shown to 
the right. 

HERO STONES 

“Even the common soldier when he fell fighting was cherished by his compatriots. 
The spot was usually marked by a stone bearing on it the name and the fame of the fallen 
hero. Such hero stones also some times became objects of worship. This custom survived till 
atleast the tenth century in the Tamil and Kannada countries where several inscribed hero 
stones bearing dates in the ninth and tenth centuries and answering to the description given of 
them in San gam literature have been brought to light. The setting up of memorial stones for 
this and other purposes was so common that, at an early date, literary convention came to 
standardise the procedure adopted on such occasions”. 75 

The hero stones are noticed at several places in Cuddapah district. Some of them even 
belong to the thirteenth century A.D. There are many hero stones sculptured very beautifully 
and lying within the courtyard of the Mopuru Bhairavesvara temple (PL 20), An inscription 
on a hero stone dated in S. 1233 (A.D. 1311) records the death of Ahubalanatha, the hero 
who had gone on an expedition to the Marjavadi country and died at Dharatirtha. The 
figure of several heroes are very well depicted on stone, One hero is shown riding fast on a 
horse holding a javelin in his right hand. Some heroes are shown standing and each holding 
a sword. The sculptor succeeded in carving the figures of heroes in different styles of dress, 
hair dress, moustache, etc. 

At Pushpagiri there are as many as seventeen hero stones. The heroes are shown in 
different activities. For example some of the sculptures found on the hero stones represent 
heroes in the act of fighting others. In some, they are shown alone holding a bow, arrow' and 
khadga or a dagger. All dressed with the lower garments only and they are tied up round 
the waist. Some of them are shown riding on horses with a sword in their hand. On all 
these hero stones, a linga is shown at the top flanked by a Sun and a crescent Moon, and a 
devotee with his two hands in anjalimudra. Sometimes a female figure is shown with a chauri 
in her hand. 
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GLOSSARY 


Abhaya mudra 


Agma 

Agni 

AirSvata 

Akshamala 
Afijali mudra 

Ankuha 

Apsaras 

Ardhoruka 

Asana 

Ashthaparivara 

Aiibhanga 

Ayudha 

Ban a 

Bhangas 

Bhuta 

Bhutamdla 

Chakra 

Chdmara 

Channavira 

Chatura 

Chinmudra 


: A hand pose to convey protection or assurance. In this, the palm of 
the hand is fully open and the fingers point upwards. The palm faces 
the onloocker. 

: Any sacred literature; generally applied to the ritualistic texts belonging 
to £>iva Vishnu. 

: Flame or fire. 

: The name of the elephant, that serves as the vehicle of Indra, the king 
of gods. 

: Rosary of beeds. 

: A hand pose in which the palms of the hands are kept close to each 
other and the folded hands are made to rest on the chest. 

: A goad. 

: Celestial nymphs. 

: Lower garment upto kness or shorts. 

: The word in Sanskrit may mean a seat or an attitude. 

: Eight separate shrines surrounding the main temple. 

: Body bent at many places. 

: Weapon. 

: Arrow. 

: Deflexions of parts of human frame. 

: Goblin. 

: A frieze of goblins shown below the roll cornice moulding. 

: Wheel or disc. It is the characteristic symbol of Hindu god, Vishpu or 
his incarnations and the goddess Durga. 

: Fly Whisk. 

: An ornament hung round the neck by a string so as to lie over the 
chest. 

: A mode of dance of S’iva. 

: The thumb and the index finger joined with the other fingers upraised. 
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Damaru 

Daridahasta 

Danta 

Devakoshtas 
Dhanus 
Dhyana mudra 
Dikpata 
Dvdrapdla 


Dvdrapdlikas 

Dvibhanga 

Gada 

Gaja 

Gajahasta 

Gajathara 

Gana 

Gandharvas 

Garuda 

Ghaiita 

Graiveyaka 

Hams a 
Hams amid a 
JiiraTiyagarhha 


data 

Jatdmakuta 
JflQna mudra 


Kamatidalu 

Kankaiia 

Kapdla 

Kapalamahi 

9 * 


Small drum such as is carried by the Hindu god £>iva. 

A hand pose in which the hand is thrown forward and held straight 
like a stick or like the trunk of an elephant. 

Tusk. 

Niche for the reception of divine sculpture. 

Bow. 

Same as yoga mudra. 

A regent of a quarter. These are eight in number. 

: Door keeper. They are generally found on the door frame of the cella 
in Deccan and North. In the South, they are generally placed outside 
the main temple unit at the door way of the ardhamandapa , or dntardla 
or mukhamandapa. In the later temples, they are also represented on 
the door frames of the cella, antarala, ardhamandapa, mukhamandapa 
and gopura gateway.* 

: Female door keepers. 

: Body bent at two places. 

Club. 

Elephant. 

Same as Dandahasta. 

Row of elephants carved on a band in the plinth or adhishthdna. 

A dwarf follower of £>iva. 

Angels or demi-gods. They live in the sky. 

Eagle, vehicle of Vishnu. 

Bell. 

Neck ornament. 

: The goose. The vehicle of Brahma. 

: A row of geese carved on the valabhi moulding below the cornice. 

: The womb of a golden egg from which Brahma is said to have born. 
Another name for Brahma. 

: Plait of hair. 

: Crown made up of matted hair done in the form of a tall cap. 

: A hand pose in which "the tips of the middle finger and of the thumb 
are joined together and held near the heart with the palm of the hand 
turned towards the heart”. 

: Vessel with a handle and spout in the front. 

Generally used by Brahma and ascetics. 

: Wristlet. 

: Human skull. 

: Garland of human skulls. 
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Karandamakuta 

Kart dr i 

Katakahasta 

Katihasta or 
Katyavalambita 

Katisutra 

Keyura 

Kahdga 

Khatvanga 

Khetaka 

Kinnara 

Kiritamakuta 


Kirlimukha 

Koshta 

Kuchabandha 

Kukkuta 

Kumbha 

Kundalas 

Kurma 

Unga 

\fakara 

\fakaratdrana 

datljiras 

dekhala 

dithuna figures 

ibdaka 

iriga 

fudra 

{ulabhera 

T dga 


: Crown made in the shape of a karanda. It is short in height and 
small in size. It is worn by subordinate gods and goddesses. 

: Pose of the hand wherein the index and the middle fingers upraised 
in the shape of a pair of scissors. 

; Pose of the hand wherein the tips of fingers are loosely applied 
to the thumb so as to form a ring. 

: A hand pose in which "the arm is set down so as to hang by the 
side of the body, and the hand is made to rest on the loin, 
indicating thus a posture of ease.” 

: The belt going round the loins. 

: Ornament for the shoulders. 

: Sword. 

: Long bone surmounted by human skull. 

: Shield. 

: Celestial musicians; Their upper half is human, male or female, 
and the lower half in bird or horse. 

: Conical cap sometimes ending in an ornamental top carrying a 
central pointed knob. It is covered with jewelled-discs in front or on 
all sides, and has jewelled bands round the top as well as the 
bottom. 

: The Face of glory; lion face. 

: Niche. 

: Breast band. 

: Cock. 

: A bulbous moulding. 

: Ear ornaments 
: Tortoise 

: The Phallus symbol of 3iva; a cylindrical stone. 

; A mythical animal with the face of crocodile; the mount of Ganga. 

: A decorative motif with makara at either and supporting the garland. It 
is either arched or straight. It occurs either at the apex of a niche or on 
the door lintel or on the gateway lintel. 

Ornament worn below the ankle. 

Waist band or ornament. 

Amorous couples; pairs of lovers. 

Sweet-meat or ball of rice. 

Deer or black buck. 

Hand pose. 

The main deity installed in the sanctum. 

A serpent, a cobra; a mythical creative, half-serpent and half-human. 





Glossary... 

NSgini 

Nandi 

Navagraha 

Nildtpala 

Padavalaya 

Padma 

Padmasana 

Padmapitha 

Paduka 

Parasu 

Parivdra devata 

Pas a 
Pitha 

Prabhdmandala 

Purndruka 
Pushpa potika 

Ratha 

Rishi 

Sakti 

Samahhanga 
Samapada- 
Sthanakamurti 
S'a ilk ha 
Saptamatrikas 
S’ilpa sastra 
Simhalalata 
Sunhamukha 
S'rule 

S' ruv 

Suchihasta 

SukhGsana 


Tandava 

Tanka 


: The female counterpart of ‘ ndga '. 

: Bull, diva’s mount. 

: Nine planets. 

: Blue lily. 

: Rings worn above the ankle. 

: Lotus. 

: Lotus-seat. 

: Lotus pedestal. 

: Wooden sandals. 

: Battle-axe. 

: A subsidiary deity, which is subordinate to and attendant upon t 
main deity. 

: Noose. 

: Pedestal. 

: A circular halo that is shown close to the head; an arch that surroun 
the whole person of a god. 

: Lower garment upto the anklets. 

: Lotus corbel. 

: Chariot or monolithic temple car; a graded projection of the wall. 

: Sage. 

: Spear. 

: Standing erect. 

: Standing erect with feet in equal 
position. 

: Conch shell. 

; The Seven Mothers. 

: Science of sculpture. 

: Lions face. 

: Lions face. 

: A spoon, round in shape, used for taking out ghee from a ghee pot an 
for pouring into the sacrificial fire. 

: A spoon, oval in shape. It is also used for a sacrificial purposes. 

: Palm with the index finger pointing forward. 

: A sitting posture in which one leg, generally the left one folded, res 
flat on the seat while the right leg is either hanging down the seat, < 
the right knee is raised upwards and the right arm is stretched out o 
the raised knee. 

: diva’s cosmic dance. 

: Chisel. 
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T arjani 


Tribhanga 

Tripataka 


Trisula 


Hand pose used to frighten a person or to keep him quit. The fore 
finger is kept pointing upwards as also the thumb. The other three 
fingers are closed. 

Standing with three flexions in the body. 

A hand pose with the three central fingers upraised and the others 
folded in. 

The trident of Siva. 


Udara bandha 
Utku tjkSsana 

Utpala 


Stomach belt. 

A sitting posture in which the deity sits with heels kept close to the 
bottom and with the back slightly curved. 

Blue lily. 


Vajra 

Varada mudra 

Vidyadharas 

Vina 

VirGsana 

Vismaya 

VyGlamala 
Vyftkhyana mudra 


Vyatyastapada 


Thunderbolt. 

A hand pose of boon giving. In this the palm facing the onlooker 
keeps the fingers pointing downwards. 

Angels whose abode is the sky. 

A musical instrument. 

Sitting with the left leg bent at the knee and resting on the seat and the 
right leg hanging. 

A hand-pose expressing wonder in which the fore-arm upraised and 
the palm with all its fingers also upraised and with its back to view. 

A frieze of leonine form. 

A hand-pose indicating expression, “in this hand-pose the tips of the 
thumb and the fore-finger are made to touch each other, so as to form 
a circle, the other fingers being kept open. The palm of the hand is 
made to face the front”. dna 1S 

Standing with the legs below the knees crossed. 


Yajndpaviia 

Yali 


Sacred thread worn across the chest. 

A mythical animal with the face of a lion. 
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